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ABSTRACT
CONSTRUCTING RITUAL SPACE FOR DISPLACED TEEN VOICES:
A STUDY OF POWER AND PEDAGOGY USING THEATER AND
INTERACTIVE TELEVISION WITH ADOLESCENT YOUNG WOMEN
SEPTEMBER 1998
JANET L. MITTMAN, B.A., UNIVERSITY OF CONNECTICUT STORRS
M.A., COLUMBIA UNIVERSITY TEACHERS COLLEGE
Ed.D., UNIVERSITY OF MASSACHUSETTS AMHERST
Directed by: Johnstone Campbell

This study reports on a research project that examines teenage young women's
themes of power. The themes emerged within a community education program that
was conducted in a small, low-income, semi-rural town in Western Massachusetts.
The teenagers engaged in theater games and improvisations that were eventually
performed live on public-access television. The research also looks at power relations
imbedded within the project itself.
The program was designed to create an educational experience that provided
teenagers with a public voice about their own concerns and issues, and to do so in a
way that addressed feminist and postmodern critiques of "liberatory" pedagogy. The
study seeks to understand what teenage young women express about self-efficacy and
power in relation to themselves, their schools, families, and communities; and, an
analysis of how the project encouraged or discouraged this expression, particularly in
regard to my attempts at utilizing a postmodern feminist perspective in its design. It
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is framed within a feminist approach to research and incorporates several
methodologies to explore these questions.
Three definitions of power are indicated by the teen women: Power as control
over oneself, others, and events; power as speaking for oneself, being heard, and
being understood; and power as intuitive, creative and spiritual experience. The study
provides an examination of these themes and a deconstructve analysis of the
pedagogy.
A primary finding of the study suggests that a special time and place is needed
by teen women as a means of finding empowered voices. This "ritual space", is a
safe place for honest expression, outside of the space and time norms of an adult
secular world.
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CHAPTER 1
INTRODUCTION
1.1 Overview
This study reports on a research project that examines teenage young women's
themes of power. The themes emerged within a community education program that
was conducted in a small low-income, semi-rural town in Western Massachusetts.
The teenagers engaged in theater games and improvisations that were eventually
performed live on public-access television. The research also looks at power relations
imbedded within the project itself.
The initial purpose of the project was two-fold and not originally designed as a
research study: 1) I wanted to create an educational experience that provided teenagers
with a public voice about their own concerns and issues; and, 2) I tried to design this
experience in a way that addressed feminist and postmodern critiques of "liberatory"
pedagogy. Very generally, I wanted to avoid 'totalizing' and rationalistic approaches
to knowledge and learning and to attend to issues of voice within the project itself.
The program was designed to attempt this using theater techniques developed by
Augusto Boal in conjunction with public-access interactive television.
During the course of the first year, I made initial observations as a participant
and became interested in several questions and issues. Since the program was one of
liberatory intent, I was naturally interested in what the teenagers felt and expressed
about themselves in terms of power, both individually and as a social group. I looked
at themes that emerged out of dramatic improvisations, and in what seemed to be
expressed about participants’ feelings of self-efficacy, power and authority. With the
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young women particularly, I noticed a lot communicated about not feeling heard, not
being taken seriously, and about experiencing stress and depression. In addition, as
rehearsals progressed, I became interested in the power dynamics going on in the
project itself, particularly between myself and the teen participants. As the project
director and primary facilitator, I was concerned about what was happening in terms
of power and resistance. These initial observations prompted further reading in
critiques of both feminist pedagogy and Boal method. This led to an interest in
deconstructing the power relations in the project in addition to the focus on teen
women’s themes of power and voice.
After the first year, I began a focused study on what the teenagers expressed
about self-efficacy and power in relation to themselves, their schools, families, and
communities; and, an analysis of how the project encouraged or discouraged this
expression, particularly in regard to my attempts at utilizing a postmodern feminist
perspective in its design.
In addition, I decided to concentrate the research on the female participants.
Although the project included male as well as female teenagers, the majority were
female and themes that emerged were more often about issues specific to the young
women. For this reason and partly also because the young women's stories were
simply closer to my heart, the study became focused specifically on their expressions
of power, and often (unfortunately too often) expressions of powerlessness.
From the very beginning, the young women in the project all agreed that
"stress and depression" were their biggest problems. In fact, they had difficulty
separating specific topics from these overall concerns. To them, stress and depression
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were the overriding causes of most distress in their lives. In connection with this,
they continually talked about feeling alienated, having no self-esteem, and feeling
hopeless - what I am calling expressions of powerlessness. My task in this project,
therefore, became an attempt to look at not only what was said or otherwise expressed
about power, but to also investigate what the young women thought to be causing
these feelings and to seek indications that suggested a direction away from these
negative notions.
The study is framed within a feminist approach to research and incorporates
several methodologies described in Chapter 3. Chapter 4 looks at themes of power,
lack of power, and resistance within three definitions of power indicated by the teen
women: Power as control over oneself, others, and events; power as speaking for
oneself, being heard, and being understood; and power as intuitive, creative and
spiritual experience.
Chapter 5 provides an analysis of these themes as well as an analysis of the
pedagogy, including a deconstructive study. In the first section, themes of power are
explored in relationship to current literature on teenage young women and, in
connection to a primary finding of the study which suggests that a special time and
place is needed by teen women as a means of finding empowered voices. This "ritual
space", as I am calling it, is a safe place for honest expression, outside of the space
and time norms of an adult secular world. The second section of the chapter analyzes
the pedagogy in terms of providing such a space. This is looked at within a
postmodern and feminist framework. The last section of the chapter provides a brief
deconstruction of the pedagogy.
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The final chapter presents conclusions about teen women’s themes of power,
power relations within the project, and the implications for pedagogy.
1.2 Statement of the Problem
The project and the research address three general problems: 1) The lack of
opportunity for teenage young women to have a public voice in their schools and
communities. (The problem is magnified by increasing incidence of depression,
suicide, substance abuse, and self-mutilation among adolescent females); 2) these
young women's specific concerns about having a voice in all of their interactions, both
public and private; and, 3) feminist and postmodern critiques of the rationalistic and
essentialist assumptions of critical or "liberatory" pedagogy.
1.2.1 Limited Opportunities fpr Voice
Recent studies in programming for at-risk youth emphasize a focus on
empowerment as opposed to "service” (Langstaff, 1991). These studies show that
youth want to be involved in decisions that affect their lives. Teenagers have limited
opportunities for expressing their ideas or desires, and rarely have opportunities for
being heard. As a consequence, they are generally not given a chance to participate in
decisions that concern their schools and communities.
Carol Gilligan's (1988) pioneer work has further demonstrated the importance
adolescent females, in particular, place on having a "voice" and being "heard."
Traditional literature in adolescent development has emphasized the importance of
what she calls "exit" or separation behavior during adolescence. According to this
literature, separation from parents and adults is the developmental task of adolescents
for approaching healthy adulthood. However, Gilligan’s research demonstrates that
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the value adolescent young women give to attachment and loyalty is far from
regressive; it is often, in fact, an attempt to remain connected in order to understand
and be understood by adults. In doing so, adolescent young women seek to resolve
rather than "exit” conflict and often express concern over lack of opportunities for
being heard in order to bring about this resolution.
In addition, research on teenage young women (Pipher, 1994) documents
widespread depression and growing incidence of suicide and suicide attempts, selfmutilation, teen pregnancy, and drug abuse. Clearly, there are serious problems that
young women need opportunities to voice.
1.2.2 Challenging Modernist Approaches to Critical Pedagogy
Historically, critical pedagogy has focused on facilitating dialogue and critical
skills in order that students expose the distortions and 'false consciousness' in their
thinking, particularly in regard to oppressive societal institutions and ideology.
Within feminist postmodern thought, these directions have been challenged to include
an acceptance of multiple voices and a rejection of totalizing rationalistic approaches
to learning. For example, the exposure of 'false consciousness' raises important
questions concerning whose consciousness is 'true'? Bringing issues of difference (in
the case of teens, largely age and gender difference) to the foreground, calls into
question overarching views of 'truth' or 'reality'.
Recent literature in critical and feminist pedagogy has also questioned the
suitability of dialogic learning for certain populations. At-risk youth, for example, are
generally more accustomed to forms of communication presented in popular culture
like "punk dancing and neighborhood sports," forms that are "less distancing and
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more social in nature than that found in the cultural forms of dominant culture"
(Giroux, 1989, p. 12). Postmodern and feminist teachers have therefore suggested
educational practices that involve students fully, bodily, and impulsively in the
experience. These kinds of experiences are not readily available to many young
women. The teen women in this project, for example, stated many times that they did
not have any opportunities to express themselves easily in other areas of their lives.
1.3 Approach to the Problem
My approach to the problem involved two stages:
1) First, I tried to set up an educational experience that encompassed
postmodern feminist directions in critical pedagogy and provided teenagers with an
opportunity to voice their concerns publicly. The teenagers developed and dramatized
skits about what was important to them and then broadcast those skits live on public
television. A project description is provided in section 1.6.
In section 1.7 of this chapter, I provide an account of how postmodern feminist
theory informed the project design. Very generally, I sought to address postmodern
challenges to rational knowledge, notions of multiple realities, critiques of
representation, and attention to the local and specific. I tried to do this by creating an
opportunity for participants and viewers in a particular community to publicly voice
their (many) perspectives on issues presented, and in ways that were not limited to
dialogue or rational debate.
2) Although I developed and directed the program, I was also engaged as a
participant observer. My observations and review of the data, much of which is
transcribed videotapes of rehearsals and broadcasts, look at what these teenagers
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related about power. I later returned to the data to look at what was suggested by this
information and to deconstruct some of the power relations going on during the
project itself. My intention was to find out what might be empowering for these
young women and to hopefully learn more about what constitutes a postmodern
pedagogy.
1.4 Purpose and..Significance, of .Study
The study presents a way of doing and analyzing pedagogy that attempts to
address feminist postmodern challenges. It is intended as a contribution to what bell
hooks (1994) calls "building a teaching community" (p. 129) and will hopefully be of
interest to educators. In addition, it is important for youth educators and youth
"service" providers to be informed about what teenage women express about power,
authority, and resistance. These discoveries will also be useful for developing
pedagogy focused on building self-efficacy in teenage young women.
1.5 Background of Study
This research project developed organically out of situations that presented
themselves; I did not decide from the outset to do a research project with youth. The
specifics of what, how, and with whom the project took place, grew out of a bottomup process of ad hoc interactions, linkages, and circumstances that eventually emerged
into a design that made sense. The decision to work with teenagers grew out of an
opportunity provided by a friend who worked with "street kids" in the community.
There was not from the outset, a targeted population of subjects. For example, I did
not know that the large majority of youth would be female. This simply happened.
Some of the participants were referred through a youth agency and others joined in
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response to a demonstration of Boal theaterwork I gave at the local high school. In
each case, most of the youth who responded were young women.
Some background on myself is necessary to show more clearly, what I was
trying to do, how I came to be interested in the project and why I undertook the
study:
I entered graduate school with an interest in certain forms of art, particularly
performance and public ritual in terms of their potential for providing societal critique.
I was highly influenced in modernist, particularly avant garde notions of art's
transformative role in challenging hegemony and the dehumanizing aspects of late
capitalist society. Much of this influence was rooted in Frankfurt School conceptions
of art such as Marcuse's notion of the "subversive truth of art" in its ability to give
"word, tone and image to that which is silent, distorted, suppressed in the established
reality" (Held, 1980, p. 85). I was also heavily influenced by Marcuse's critiques of
mass culture as perpetrating "one-dimensional" consciousness (Marcuse, 1964, p. 63).
I was therefore interested in developing art forms that countered media images and I
had for some years before this been involved in activist/political performance and in
promoting alternative community-based, experimental, ethnic, and feminist art forms.
The focus of my interest changed and it seems important to describe the
manner by which my thoughts on these subjects shifted to a more broadened
perspective, beyond the 'us against them' modemist/leftist strategies. That process
itself is really the basis for the development of my interest in feminist postmodern
pedagogy.
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As I began my doctoral studies, I became interested in understanding what was
learned in creative process itself, and I immersed myself in a number of intensive
improvisational dance and theater experiences with that focus. At the same time, I
was also very much involved in what felt like another world; largely made up of
people in education for social change with interests in Freirian education, class and
structural analysis, and critical educational theory. In this "world," I primarily found
(at the time) neatly packaged analyses of the structural roots of oppression (usually
generalized and not attending to difference), resistance versus reproduction theories in
education for change, and an emphasis on dialogue.
In the other world of artists, dance/theater and movement/bodywork
professionals, the above analyses and theories were rarely acknowledged. Instead
what was emphasized was imagination, learning from impulses within the body, and
allowing the unexpected by defying logic and celebrating the ability to not know - in
the rational sense - in order to allow for another way of knowing. And, although
much of my thinking and interests were rooted in critical approaches to education, I
found this other way of knowing to be a deeper means of exploring and conveying my
own personal truth. Since I had begun to see the significance of this approach to
knowledge in my own life, it disturbed me that this way of knowing was often not
acknowledged or used by educators for change. At a certain point, I began to
experience a reality warp - what I would now call, paradigm clash - as I moved
between worlds.
As my studies moved into postmodern and feminist critiques of critical
pedagogy, I began to see what seemed like a merging (somewhat) of these worlds or

9

perspectives. Much of the literature started to point to matters of "heart and body"
and emotions (Laurie McDade in Giroux, 1989, p. 7), intuition, creativity, and the
notion of "multiple realities" as important for critical education, (e.g., Giroux and
Simon, 1989; Gore, 1993; Lather, 1991).
My hope is to contribute to this growing body of work, what I see as the
beginnings of a synthesis of perspectives. The uncertainty and ambiguity concerning
knowledge claims that is embraced in postmodern feminist thinking and new directions
in critical pedagogy is similar, in theoretical terms, to what I have learned
experientially through theater improvisation. What has been empowering for me
about this new thinking is difficult to explain. Somehow, the ability to let go of the
need to have the right answer, and adopt a more fluid, less rigid perspective - on
anything - has allowed a certain openness to change and a newness that has felt
personally transformative. On a broader scale, the ability to embrace multiple
perspectives, enabling an openness and acceptance of difference, has obvious
implications for social change education.
My interest is in opening new directions for growth in perspective by
embracing the truth of different realities. The program I designed, therefore, was an
attempt to facilitate a means by which teenagers could creatively express their
different truths, and in a way that would be heard. I also wanted to provide an
opportunity for them to hear responses to what they expressed. I attempted to
accomplish both of these things using television and improvisational theater.
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1.6 Project Description
The project was a collaboration that I facilitated between several community
and school programs including a community education organization, residential at-risk
teen assistance program, high school guidance department, community college
substance abuse prevention program, university teacher education intern program, and
a public-access community television station. These organizations provided support in
a variety of ways to bring together several college students (as 'near' peer mentors)
with approximately 20 teenagers, mostly female, in a small rural community to engage
in a theater and television project. From the outset, the youth were told that the
program was not about acting in a play. It was explained that participants were going
to develop their own skits about what was important to them - and to then perform
them live on television. (Participants were also made aware in the second year of my
research role and interests.)
The immediate objectives of the project were to involve these youth in a
program of dramatic expression that addressed their personal, family, school, and
community concerns. In the first year, for approximately five months the teenagers
met for weekly rehearsals to learn theater games and improvisation skills that
eventually enabled them to create (in groups) three different performances. The
subject of the dramatic presentations (depression and stress, substance abuse, and date
rape) were identified by the youth and then broadcast live on public access television.
Parents, youth, and other community members were encouraged to call-in their
own ideas concerning the issues presented, including thoughts about what should or
could be done about the situation. A counselor/interviewer took telephone calls about
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these suggestions and the theater group then improvised new scenarios accordingly - in
order to actually try-out the ideas suggested. Discussion concerning the viability of
those alternatives followed dramatizations and viewers were encouraged to call-in their
responses.
The project was intended to provide teens with a forum for articulating their
stories, their reality, their needs - to have a public voice through the television/theater
medium.
For the first four months, I directed theater games and exercises that led to
improvisations. Then, after participants, including the other adults (video coordinator,
counselor, and college student intern) were trained in these techniques, the work
became more collaborative. Eventually the teenagers developed and directed their
own skits.
In the second year, the teenagers were, to some extent, running much of the
program themselves. The counselor and I provided direction and consultation, and I
continued to initiate new activities. However, teenagers who were involved in the
first year facilitated many exercises, teaching the new participants improvisational
skills, initiating topics for presentation, writing scripts, and deciding what they wanted
to change and do differently. Two young women also moderated the live broadcast in
the second year instead of me. These skits dealt with topics on self-mutilation among
teen women and family alcoholism.
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1.7 Theoretical Rationale for the Project Design
1.7.1 Postmodern Feminist Pedagogy
A postmodern and feminist perspective on pedagogy and research informed the
design in the following ways: (Note: I am using both the terms "postmodern feminist"
and what Pauline Rosenau calls an "affirmative postmodernism" in this rationale. I do
not mean for them to be interchangeable but there is a significant amount of overlap.
A more developed discussion of Rosenau's notion of "affirmative" postmodern thought
can found in Chapter Three.)
1.7.1.1 Critiques of Rationalism and Teachers’ Knowledge Authority
Postmodern feminist pedagogy critiques solely rationalistic and dialogic
approaches to learning. Efforts are called for to deconstruct the knowledge-authority
of the teacher and start with where the students are at in ways that encourage "play,
fantasy, and desire" and to avoid imposing a teacher-centered ’critically-coirecf
perspective (Lather, 1991, p. 39).
By allowing the choice of topics and issues to come out of improvisations, I
not only wanted participants to choose the content (breaking down the knowledgeauthority of me, the teacher), but to do so by drawing on other kinds of knowledge
beyond critical inquiry, such as intuition, impulse, and visceral knowing - what has
been called "body wisdom." In addition, the improvisational process allowed
resistance to be voiced in a way that was playful and safe. I particularly wanted
participants to feel safe challenging me, and to avoid teacher-pleasing as a primary
motivation.
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The use of television was also a way of starting where the teenagers were at and the community as well. This seemed to be the real draw of the project initially,
for both participants and audience, since watching television is what they already do
and enjoy. To acknowledge and use this in my design was an endeavor to recognize
their 'desires’.
Patti Lather (1991) cites Foucault's warning '"of the violence of a position that
sides against those who are happy in their ignorance'" and she suggests that we reduce
this violence by "focusing less on disturbing cultural self-satisfaction" and more on the
"frustrations" that "already penetrate" (p. 141). I wanted to use the television media
because that is what seemed to give these individuals pleasure, but to use it in a way
that focused on their "frustrations."
1.7.1.2 Challenging Universal Truth Claims
Postmodern theory challenges "grand narratives" and overarching theories,
advocating instead, attention to local and specific truths (Rosenau, 1992, p. 52).
Feminists also call for research practices that center inquiry on the individual, daily,
and routine experiences of women, the "knowledge from below" (Fonow and Cook,
1991, p. 6). Postmodern feminists talk about what has been called, a "new subject"
who is "'a conscious, purposeful and feeling individual'....focused not on the 'Great
Men' of history, but rather, on daily life at the margins" (Rosenau, 1992, p. 52).
Such an individual struggles for autonomy and creativity and is "at once, sexual,
emotional, political and spiritual...in touch with 'impulse and process’" but not at the
center of anything (pp. 58-59).
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Literature in critical and feminist pedagogy urges teaching practices that allow
different realities to be simultaneously demonstrated (e.g., Ellsworth, 1989; Lather,
1991). In this way, resistance can be voiced without presuming 'mastery' of an
assumed known or indisputable truth. This encompasses an attempt to replace
dichotomous either/or thinking with an acceptance of multiple realities - a "both/and"
approach to knowledge and learning. Lather suggests teaching practices that allow
differing realities to be "performed" and embraced, rather than debated. The
emphasis is on presentation instead of winning or losing an argument (Lather, 1991,
p. 150).
I tried to create a setting that allowed for contradiction, complexity, and
multiple perspectives to be expressed by using theater techniques largely based in the
work of theater educator, Augusto Boal. Boal, author of Theater of the Oppressed,
develops theater as a tool for doing social change in ways that encourages multiple
perspectives and encompasses an embodied and intuitive form of problem-solving.
This is best exemplified in the technique he calls, "Forum Theater," the technique we
used in the broadcasts.
In Forum Theater, scenes are improvised about the participants’ daily lives;
individuals from the "audience" then jump into the scene on impulse. This happens
when someone thinks s/he has a good idea (again, from gut feelings and impulse)
about how a specific character's actions and behavior could improve in order to
change the situation favorably. The individual replaces that character and plays the
scene again. In this way, the improvisations become "rehearsals for action" as Boal
would say, and all the participants become what he calls "spectators." Many
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perspectives are demonstrated. There is no single right or wrong course of action
although solutions are evaluated.
In the original Forum design, everyone participates in both spectator and actor
roles and all have the opportunity to literally rehearse (instead of talking about) change
in their lives. In this project this was not possible; although there was a studio
audience, the television audience obviously could not join the actors. When viewers
called in with ideas, the teens acted them out in the scene and then discussed the
action. By doing so, I hoped a fuller understanding of perspectives would be
encompassed. And, although I was aware that not all perspectives could be
understood by everyone, I wanted to allow for their expression. Elizabeth Ellsworth
(1989) talks about what she calls "a pedagogy of the unknowable” that acknowledges
an extent to which some things might never be understood between people (p. 318).
Nonetheless, she stresses the importance of giving voice to all "sides," and
particularly to what is generally "not being said" (p. 316).
1.7.1.3 Challenging Representation
Postmodernism challenges the notion of "representation." Modernist
assumptions concerning representation assume that "words, images, meanings, and
symbols" have some degree of fixed meaning in that "everybody understands them
more or less the same way" (Rosenau, 1992, p. 96). Postmodernists dispute these
assumptions and point to ways in which words and images have been used to distort
and manipulate, and in doing so, wield power. If all meanings are particular and
truths are multiple, one cannot accurately and consistently represent another's words
or meaning. In response to these problems, some have advocated for greater public
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participation where people can publicly speak for themselves. However, not only is
public space increasingly difficult to find but feminists point out that providing a space
for speech does not ensure equal opportunities for speaking (Narayan, 1989).
I intended for the theater/television project to be one way of creating a public
space that could provide more equal opportunities. I thought to accomplish this by
getting the participants familiar with responding on "intuitive impulse,” and in doing
so, to overcome some of the unequal chances for "speech acts" that are always
presented by social difference (Narayan, 1989, p. 261). In addition, the television
program was presented by a small local group for a specific local audience, in an
effort to avoid some of the misrepresentation that would undoubtedly occur in a wider
endeavor. There was no one else speaking for and about the teens’ problems. They
spoke for themselves. The responses from the community were immediate and direct.
In this way, I tried to create a public space for exchange through the cable television
and theater medium.
1.7.1.4 Deconstructing Humanist Views of Time. Space and History
Postmodernists deconstruct humanist views of time, space, and history. They
question linear conceptions of time and history viewed as progress. The focus is
turned to local and decentered 'micro-narratives' instead of "grand meta-theories of
progress" (Rosenau, 1992, p. 66). In addition, they dispute the "superiority of the
present over the past" and rekindle new interest in "all that modernity has left behind"
including tradition, the sacred, intuition, extreme emotion, personal experience,
custom, magic, and mystical experience (p. 6). Postmodernists also point out that
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space and time can be manipulated by institutions and the media to hide power while
effectively restraining and controlling the people they "’supposedly serve'" (p. 70).
By using community cable television, I wanted to appropriate electronic media
in order to concentrate on the actual lives of teens in the community and to provide
opportunities for voice. The interactive component was also meant to break out of
conventional time and space boundaries. And, by choosing not to do the project in
the schools (this had been an option), I tried to create an alternative space for
expression, one that included an element of ritual. The theater process exercises,
conducted weekly in a theater auditorium outside the school, were facilitated in a way
that was decidedly outside traditional institutional practices; e.g., walking and dancing
around the space, experimenting with how perspective changes with shifts in focus,
ritually placing objects of significance around a lighted candle, improvising with these
objects without words, and using bodies to "sculpt" images of feelings and events. In
the first year, I also used an ancient "goddess" story to improvise a skit about what
their ideal fantasy world might look like. I hoped these kinds of out-of-the-ordinary
experiences which broke with traditional time and space constrictions would inspire
expression.
Peter McLaren (1988) talks about an ideal teacher model, the "teacher-asliminal-servant" (p. 164), who consciously approaches teaching as a social
construction of rituals. Liminality is a concept anthropologists use to describe a ritual
rite of passage in certain cultures - a sort of in-between-time - when the old is over
but the new has not yet begun. Values, customs and symbols no longer carry their
earlier meaning; it is a "nowhere" state that Timothy Thompson (1991) likens to the

18

"incubation" period in creative process when everything is uncertain and ambiguous.
This 'space' allows for the brewing of something new, although the creation has not
yet emerged (p. 47). According to McLaren, this leaving of the old - but not yet new
- uncertain space, is the ritual space that teachers-as-liminal-servants should be
creating in their classrooms.
I was trying to create this kind of ritual space in the project. I wanted the
regimented familiarity of institutional time and space structures to be undermined and
replaced with new rituals - including rituals of resistance - that involved participants
fully, bodily, and impulsively in the experience.
1.7.2 Adolescent Women: Current Research
The following reflect researchers' suggestions for dealing with problems
currently faced by many adolescent young women: 1) support from adults (and
specifically women) who will listen, 2) guidance in developing resistance skills, 3) a
safe space for teen women to be themselves and ask about problems, 4) programs that
support a relational "care ethic" stressing engagement and communication, 5) space
and activities for spiritual development, and 6) a visible public space in the culture
that adequately portrays the complex realities of teen young women's lives, (e.g.,
Golden, 1994; Gilligan, 1988; Pipher, 1994)
All of these suggestions, point to a need for safe opportunities for speaking and
being heard. Pipher and others also talk about the importance of certain kinds of
expression such as centering activities for spiritual development. The project design
was meant to incorporate these suggestions by involving games, play, improvisation.
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sharing of stories, quiet relaxation, and visualization - all of which I saw as
opportunities for different kinds of voice.
1.8 Rationale for Research Focus
1.8.1 Research as Action
"Participation in social actions and struggles, and the integration of research
into these processes...implies that the change of the status quo becomes the starting
point for a scientific quest. The motto for this approach could be, in order to
understand a thing, one must change it" (Mies, 1991, p. 63). In keeping with
feminist approaches to methodology, the focus of the project was on power, voice,
and change. In addition, by using theater group work, the process was intended to
engender trust, breaking down the subject/object dualism between myself, "the
researcher," and the youth, "the researched" (Acker, 1991, p. 149).
While conducting the project in the first year, (before the data analysis stage),
I saw this project as both pedagogy and research. Patti Lather (1991) cites Ulmer's
call for "a pedagogy that would collapse the distinctions separating teaching, research,
and art" (p. 12) in the interests of transformative praxis. If knowledge is collectively
and reflexively created, research is not greatly different from pedagogy. In breaking
down the "objective" research model and focusing on creating participatory knowledge
through improvisation, the distinctions between research and learning did, in fact,
become vague to me. This, of course changed as I began to develop a specific
research interest of my own. Initially, however, I was attempting to encompass this
kind of synthesis in my design.
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1.8.2 Deconstructing the Pedagogy
In addition to attempting pedagogy informed by feminist postmodern thought, I
also wanted to look at what was going on in the project in regard to these
assumptions. For example, what were the participants able to express about power
and authority in that process? What, in addition, may have been silenced by the
process? What was going on between myself and the youth - according to my
perceptions, according to theirs? In other words, how well did the project attend to
feminist postmodern critiques?
I have looked at these questions, in part, through ethnographic analysis of the
data, but also through deconstructive analysis of the pedagogy based on methodology
suggested by Jennifer Gore (1993). In The struggle for pedagogies: Critical and
feminist discourses as regimes of truth. Gore cites Foucault's warning that "everything
is dangerous" (p. 56). Drawing on Foucault's work, Gore insists that no pedagogy or
curriculum can be completely or inherently liberating as there are always power
relations imbedded in any structure or interaction. For this reason, she calls on
educators to continually question and deconstruct their own pedagogical "regimes" (p.
xxi). Using Gore's methodology as a springboard, my data analysis includes an
examination of power relations exhibited in the project. This information is intended
to provide insight into the practice of creating postmodern pedagogy.
1.9 Scope and Limitations
Feminist directions in research and social action have suggested approaches that
are more like "recipes for practice" (Stanley and Wise, 1990, p. 41) than set programs
for change. These programs do not presume right answers but are more like a
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"cookbook," "modest in their claims to applicability" and always in process (p. 41). I
see this research as one "recipe" that might be useful in developing pedagogy,
particularly with adolescent young women. However, I acknowledge that my findings
only represent information about the specific teenagers who engaged in the project. In
addition, the findings are naturally presented through my own personal biases and
interests, including background in feminist pedagogy and theater, both of which have
inspired a special interest and engagement with non-dialogic forms of expression.
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CHAPTER 2
METHODOLOGY
2.1 General Description
Data was collected from rehearsals, broadcasts, and interviews and consists of:
1.
2.
3.
4.
5.
6.
7.

Transcribed videotapes of all rehearsals and broadcasts.
Drawings and writing done by participants during sharing time at the
end of each rehearsal.
Written observations made by student teacher intern.
Documented discussions between students and teacher intern.
Written reactions to rehearsals by participants.
Transcribed videotapes of group discussions and final interviews.
Fieldnote observations.

I have analyzed this data with my own questions and assumptions about power
and voice. In addition to what participants expressed about power (according to my
assumptions), I have looked at power relations that seemed to be exhibited in the
project itself. After analyzing this information, I checked my findings with other
adult participants in the project. I had originally intended to include teen participants
in the analysis but was unable to do so. Having left the area soon after the project
was completed, I lost access to the students but also (and perhaps more importantly),
the teens were simply not interested in the project as research. They entered the
program as a theater activity and that was where their interest and time remained
focused. (Further discussion of this can be found in Chapter 5.)

2.2 Theoretical Foundations for Methodology
My framework for study has been based in feminist and new paradigm research
approaches to methodology. It is important to note that it is the approach to
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methodology I am drawing from in feminist literature, and not necessarily a gender
focus. The following section addresses the basic theoretical assumptions I used:
2.2.1 Focus on Action and Empowerment
(Harding, 1990; Hubbard, 1988; Lather, 1986; Mies, 1991; Stanley and
Wise, 1990)
The focus on empowerment and public voice in the project is rooted in
feminist methodology and participatory research practices. The assumption of this
focus is centered on change. By giving teenagers the opportunity to not only present
their views to the public and to one another, but to also physically act-out ways of
solving or dealing with their problems through the dramatic medium, I expected the
experience to help bring about some positive change. Although the project was by no
means a purely participatory research program, elements of the process did initially
follow a participatory research design. (This is discussed further in the "use of
multiple methods" section below.)
Participatory research challenges the knowledge hierarchy of "experts" and
instead advocates processes whereby people with common interests come together for
collective dialogue and research about issues of general concern. In in doing so, they
bring about needed changes. Although the teenagers in the project were not interested
in doing research per se, they were interested in having a public voice about what they
thought was needed in their schools, families, and communities. The general premise
of participatory research assumes that knowledge is power and that legitimate
knowledge is not the limited property of the privileged. According to the literature,
focusing on knowledge of the marginalized can challenge dominant ideology and
facilitate change.
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Numerous feminist researchers focus on change as the "starting point of
science" (Fonow and Cook, 1991, citing Mies, p. 60). Patti Lather (1992), for
example, centers her methodological interests in developing critical social science
"intended to empower those involved to change as well as to understand the world"
(p. 1). Acker, Barry and Esseveld (1991) point to "how reality is constructed and
reconstructed in the process of talking and thinking about it" such that research then
"becomes a part of the process of change" (p. 147). Mies (1991) goes further to
invert the common aphorism, "in order to change the world, one must know it" and
instead asserts that "in order to understand a thing, one must change it" (p. 62). In
connection with research, she talks about a process of "affectedness and concern"
whereby participants first accomplish a certain amount of "detaching from the victim
status" which "takes place through critical self-reflexivity and rebellion, a distancing,
even if it is initially only at the emotional level. It begins to break with the continuity
of the normal misery" (p. 81).
Like many feminist researchers, Mies (1991) sees the importance of different
kinds of knowledge production for this change process:
...practical, everyday knowledge, political knowledge and political skills, selfrecognition (insight into one's own strengths and weaknesses), critical
knowledge (the ability to critique ideologies, to demystify), theoretical
knowledge (the ability to relate empirical findings to theoretical statements),
and social knowledge (the ability to relate to others, to recognize social
conditions and develop social relationships with others, to recognize that
individuals live in certain relationships with each other and with their material,
social and historical environment), (p. 77)
I have tried, within the theater exercises and improvisations, to allow for
different kinds of knowledge to be expressed - particularly 'every-day' self
knowledge, critical knowledge, and social knowledge - and to do so by drawing also
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on certain kinds of knowledge not mentioned by Mies, such as intuition and what has
been called, body-wisdom.
2.2.2 Reducing the Unequal Power between Researcher and Researched
(Acker, Barry and Esseveld, 1991)
Feminist research advocates a commitment to reducing the power differential
between the researcher and the researched. Often, this is attempted by creating a
collaborative situation. Other attempts include "egalitarian techniques...that generate
trust" (Fonow and Cook, 1991, p. 8). Many also advocate techniques that require
extensive feedback from the "researched" about findings (Acker, Barry, and Esseveld,
p. 147) and emphasize that researchers are learning about themselves in the process as
well (Mies, 1991, p. 73). Gilligan (1988a) challenges the detached role of the
traditional researcher in particular when working with adolescent girls who are often
in need of attachment and caring (p. xxxvi).
I have tried to address these concerns in a number of ways: 1) Although my
roles as adult and director of the project were necessarily those of power, I attempted
to reduce the disparity in power somewhat by participating in the games and exercises,
games that tend to generate trust, and to show a good bit of my own vulnerability.
For example, I made no secret of how nervous I was about moderating the live
broadcasts and I often shared personal feelings and fears during "sharing" time at the
end of rehearsals. 2) In the second year of the project, I turned over the program to
the teenagers, to be run by them, as much as possible. 3) Finally, my own selfreporting became a primary focus of the analysis. During the course of the initial
project, I began to observe and feel many conflicting and confusing things about my
role as the teacher, particularly within the context of my "liberatory" self-image.
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What I began to learn about myself is what inspired an interest in deconstructing the
power relations in the project itself.
2.2.3 Focus on Reflexivitv
Feminist research tends to include and highlight reflection and critical
examination of the research process (Fonow and Cook, 1991; Gore, 1993;
Harding, 1990; Lather, 1991; Stanley and Wise, 1992). Postmodern feminist
researchers, in particular, insist on recognizing "the complexity, historical
contingency, and fragility of the practices we invent to discover the truth about [even]
ourselves" [as women] (Lather, 1992, p. 2). That fragility is even greater when
attempting to "know" something about another social group. Postmodern feminists
emphasize the many perspectives and lenses through which we can view any situation.
Pluralistic views of reality are accepted and knowledge is understood to be constructed
and contingent. According to Lather, "educational research is increasingly construed
as a value-constituted and value-constituting enterprise, no more outside the
power/knowledge nexus than any other human creation" (p. 5). She therefore
advocates for new models of research, what she calls "post-positivist” (p. 51)
research." Her own work "probes issues of the power relations between researcher
and

researched’” by "interrogating her own assumptions" (p. 7-8).
I have "interrogated" my own assumptions about pedagogy by deconstructing

power relations in the project using Jennifer Gore's (1993) proposal for methodology
in her book, The struggle for pedagogies: Critical and feminist discourses as regimes
of truth. Motivated by her own experiences and problems as a teacher practicing
"radical pedagogy," Gore draws on Foucault in designing a methodology for teachers
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to 'interrogate' their own pedagogical "regimes of truth" (p. xii). Taking heed of
Foucault's warning that "everything is dangerous" (p. 56) and that there are "no
inherently liberating practices," she insists on "the need to constantly question the
'truth' of one's thought" and "the need for reflexivity to counter dangers of the 'will
to truth'" (p. 11). To do this, she suggests that teachers reflect upon their own
"technologies of the self" (p. 92), that is, the ways in which their own power is
actualized, through actions and behavior, in the teaching setting:
Pedagogies produce particular political regimes of the body...pedagogies
operate as regimes of truth, (p. 60)
She sees these "regimes" as "less dangerous" when one is sensitive and conscious of
them. According to Gore, one way to do this is to deconstruct the
"either/or"..."totalizing logic" (p. 74) of the pedagogy, the inherent "differentiations"
(p. 74) that set up a system of good versus bad sets of behaviors and actions. By
analyzing the power relations imbedded in practices this way, Gore is enabled to "to
see students who resist her teaching not just as 'recalicitrant' but [as] resisting her
regime" (p. 154).
The questions I used to do the deconstructive analysis are described in the
"framework for study" section below.
2.2.4 Use of Multiple Methods
In the area of methodology, postmodernism rejects a focus on objectivity and
instead employs a holistic approach to knowledge. This perspective acknowledges
validity in "emotions, feelings, introspection and intuition, autonomy, creativity,
imagination, fantasy, and contemplation" (Rosenau, 1992, p. 129). Postmodernists
point out that reason and science have not helped to solve problems of the homeless,
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women, and other marginalized groups, and have instead, provided legitimacy and
power to the military and governments that brought about the holocaust, Vietnam,
Stalin, and Hiroshima (p. 129). A postmodern social science therefore "presumes
methods that multiply paradox, inventing ever more elaborate repertoires of questions,
each of which encourages an infinity of answers, rather than methods that settle on
solutions" (p. 117).
In feminist methodology, the focus is also less concerned with "particular
techniques but on orientation and seeing 'reality' differently" (Fonow and Cook,
1991, p. 280). New paradigm research therefore supports "pragmatism" vs. "one¬
sided paradigmatic allegiance" (Patton, 1990, p. 38). Martin Bulmer (1979) contends
that "tolerance for ambiguity is as important for creativity in science as it is anywhere
else" (p. 674). My research design accordingly draws from several methodologies
including use of backward studies, participatory research, participant observation,
storytelling as inquiry, inductive as well as deductive analysis, and heuristic inquiry.
2.2.5 "Backward Studies": Using "the Situation at Hand"
(Fonow and Cook, 1991, p. 11)
The first year of data was not collected within the context of a formal research
design. My immediate objectives, during the initial project, were to facilitate a
certain kind of educational experience that I hoped would be empowering for
teenagers and provide them with a public voice. Because my purpose concerned
empowerment education, I was naturally interested in themes and expressions of
power among participants, and I was aware that a research interest might develop. I
therefore made informal observations and documented data from the outset. However,
the project was not initially conceived as research per se.
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"Backward studies" and bottom up approaches to inquiry have been supported
in the literature of both feminist and new paradigm research methodology. In Beyond
methodology: Feminist scholarship as lived research. Fonow and Cook (1991) write,
"feminist approaches to research are often characterized by an emphasis on creativity,
spontaneity, and improvisation in the selection of both topic and method...this
includes the tendency to use already-given situations both as the focus of investigation
and as a means of collecting data" (p. 11). In Qualitative evaluation and research
methods. Michael Patton (1990) also encourages researchers to be pragmatic and use
what resources are available (p. 39). In ethnographic studies, the focus of the research
emerges during the process of the observation, sometimes becoming a "backward"
study. According to W. F. Whyte (1984), in certain instances, it becomes necessary
to design the formal study after the observation period has taken place (p. 31). Part
of my analysis was conducted in this manner.
2.2.6 Participatory Research
Although the data analysis is not participatory, there were many participatory
elements in the actual project. Students were collectively creating knowledge
(drawing on different kinds of knowledge) about issues of importance to them through
the dramatic medium and then together tried different change strategies. The process
of coming together to express what was important or difficult for them in their lives,
was in itself, an empowering action in the form of self-discovery, in the strengthening
of their identity as a legitimate social group, and in providing them with a public
voice. In addition, the students conducted some outside research about the subjects
they chose for dramatic presentation.
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I see some connections between 'affirmative' postmodern approaches to
knowledge and participatory research. Despite striking differences (largely composed
of the latter’s ideological and philosophical roots) each debunks solely rationalistic,
meta-theories for change and instead looks to the particular and the marginalized with a respect for alternative kinds of knowledge derived out of ritual, tradition,
spirituality, and storytelling (Park, 1989, p. 20). In addition, both approaches, juggle
the contradictions inherent in theory that advocates social and political action while at
the same time acknowledging multiple truth perspectives. It is true that participatory
research has historically focused on the exposing of contradictions and distortions of
truth through dialogue and critical analysis, and in doing so, assumes a real truth "outthere” concerning structural and economic causality. But in keeping with an
affirmative and feminist postmodern view, ail objectivity need not be thrown out.
Truths about the world with respect to a specific individual or community in a specific
place and time are not incompatible with its tenets. And so, because participatory
research upholds a "bottom-up" model for action wherein the knowledge created
comes from the people themselves, it can encompass almost anything, including
postmodern approaches to methodology. It is important to note that this is not in fact
what often happens in practice. Participatory research has primarily remained within
a rationalistic and fairly limited ideological domain and has been accordingly criticized
by feminists (Thrasher, 1996). However, according to its theoretical foundations, it
could (and I believe should) encompass a more diverse array of perspectives.
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2.2.7 Participant Observation
(Bogdan and Taylor, 1975; Glennon, 1983; Patton, 1990; Spradley, 1980)
Instrumentality gives a harness and a crispness to expressivity, which in turn gives
a softness and resilience to instrumentality. The reciprocal acting back on each
other is carried on in a continual process of dialectical becomingness. (Glennon,
p. 265)
In her article, "Synthesism: A case of feminist methodology," Lynda Glennon
(1983) challenges dicotomized (mind vs. body, rational vs. emotional) approaches to
inquiry and instead advocates for a "synthesis research" which "attempts to redress the
imbalance reflected in contemporary positivism" (p. 269). According to Glennon, the
methodology that most closely incorporates a "both/and" approach is participant
observation. The role of the researcher as a researcher can never be completely
erased, however, when the researcher is fully and bodily participating, the
observer/subject dualism can be diminished.
James Spradley (1980) describes the role of participant observer as one in
which the researcher learns "from people" instead of "studying them" (p. 3). Instead
of theoretical problems, s/he starts from "informant-expressed needs" (p. 18). As
much as possible, "questions and answers" are "discovered in the social situation" (p.
32).
Because I was fully participating and observing in the project, I saw my
researcher role as largely one of participant observation. However, the observations
were initially quite informal and the role also differed from traditional participant
observation because I never made any effort to be unobtrusive. According to Bogdan
and Taylor (1975), the researcher should remain "relatively passive throughout the
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course of fieldwork" (p. 41). The kind of "detached stance" these authors advocate
was impossible in my case since I introduced and initially directed the program.
According to Michael Patton (1982), new designs for research that, to the best
of one’s knowledge have yet to be tried, should not be a deterrent (p. 222). In a later
publication (1990), he also advocates for new programs to be studied ethnographically
as a particular culture that has been developed out of that program (p. 68). My
original approach was ethnographic in this sense; I was studying (as a participant
observer) the particular culture that was created by the program that I designed and
implemented. I continued to do so in the second year of the project, although my
interest became more specific. The focus on power and voice came out of the original
informal observations.
2.2.8 Storytelling as Inquiry
The Master gave his teaching in parables and stories which his disciples listened
to with pleasure - and occasional frustration, for they longed for something
deeper.
The Master was unmoved. To all their objections he would say, "You have yet
to understand, my dears, that the shortest distance between a human being and
Truth is a story." (Reason and Hawkins, 1981, p. 79)
In "Storytelling as Inquiry," Reason and Hawkins argue that "expression of
experience" through stories is an important mode for conducting "inquiry into
meaning" (p. 80). They argue that there are certain "depths of meaning" that
orthodox science cannot get at through observation and analysis, that some meaning
can only be made manifest in expression through a creative medium. According to
these authors, this kind of expression is not only a form of entertainment, but a valid
form of inquiry - " a way of knowing" (p. 81).
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Stories do not comprise the basis for all my data, but expression of experience
through dramatic presentation of stories is a major source. And, although I was
observing and analyzing this material, I believe that the dramatic material provided
rich expression of the teenagers' own meaning in ways that traditional interviews or
other more conventional data could not.
2.2.9 Insider/Outsider - Inductive/Deductive Research
My research questions were developed out of an insider approach, that is, out
of the social situation itself, but they were not derived only from participants'
interests. The study included a largely deductive or "outsider" analysis of power as
well.
Martin Bulmer (1979) advocates using combinations of approaches, both
inductive and deductive (p. 659). My analysis moved back and forth between
information derived from direct observation of themes expressed by participants
(insider views) and theoretical concepts that originate in feminist and critical pedagogy
literature (outsider views).
I began with an 'insider' approach, looking for themes and meaning articulated
by the teenagers. However, these themes sparked additional interests of my own
derived from background studies and further reading. Although I did not, then,
remain within a strictly "insider" view, I attempted to perceive insider perspectives
first in order to grasp themes and to make observations about power and students'
experience of the program. I then applied those observations to my own theoretical
interests. Martin Bulmer (1979) argues that there is no such thing as "theory-free
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description” and he emphasizes the "interdependence of theory and observation in
concept formation" (p. 657) when analyzing data.
2.2.10 Heuristic Inquiry
This form of research focuses on the personal experience and insights of the
researcher. According to Patton (1990), the researcher asks, "What is my experience
of this phenomenon and the essential experience of the others who also experience this
phenomenon intensely?" (p. 71). The emphasis is on issues of personal interest to the
researcher.
This study was heuristic in that 1 was looking at themes of interest to me.
Drawing on themes of interest to the youth, I constructed themes that were my own
out of this material and were also directly an outgrowth of my own experience of the
project. I also examined myself in the data analysis as well.
2.3 Framework for Study
2.3.1 Initial Questions and Observations
I began wanting to know what happens when teenagers engage in an
educational experience of this kind. I was conducting the project with the following
general interests and questions:
1.

What themes did the young people express related to power?

2.

What did they communicate about themselves, each other, their
families, school, and community?

My initial observations very generally brought out issues focused on gender
difference, power relations, productive resistance to me, feelings of marginalization,
emphasis on being heard, and depression and stress. As a consequence, I became
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interested in themes about voice and power, as well as questions about these themes in
my own pedagogy. These interests led to the final research design.
2.3.2 Research Questions
The data was analyzed with the following primary and implementing questions:
Primary:
What do the teenagers express about power and authority in relation to their
schools, families, and communities and,
in what ways does the project encourage or discourage this expression?
Implementing:
1.

What themes are expressed about power and powerlessness in their lives?
In order to examine this I asked the following kinds of
questions:
What do participants communicate about being heard or not being heard in
their schools, families, and communities?
What is indicated about self-efficacy?
How are they "self-styling" (Gore, 1993, p. 64) themselves according to
outside (institutional, family, peer) influence?
What are they happy or satisfied about?
What are they unhappy or dissatisfied about?
What are their fears?
What do they feel is blocking their hopes and aspirations?
What feelings of hope are expressed?
What feelings of hopelessness are expressed?
What themes of resistance are expressed?
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2.

What power relations are exhibited in the project itself?
In order to examine this I looked at the following questions based in Jennifer
Gore’s methodology mentioned above:
What are the conceptual assumptions I'm operating under that set up modernist
differentiations, e.g., good vs. bad pedagogy? (e.g., intuitive expression vs.
rational communication)
How are/aren't these assumptions operating?
How are power relations affected by these assumptions? (e.g.. Do some
students in fact seem to be silenced by my emphasis on 'creative' expression?)
What are the conceptualized assumptions regarding roles? (e.g., authority-with
vs. authority-over, authority vs. nurturance)
How are/aren't these assumptions operating?
How are power relations affected by these assumptions?
What are the objectives of these assumptions? (e.g., I wanted to provide
participants with a mode of expression that included 'other' knowledges challenging the rationalistic 'ways of knowing' legitimized by most Western
culture and traditional education.)
How are/aren't these objectives carried out and how are power relations
affected as a consequence?
What are the techniques I use to actualize some of these assumptions?
How are power relations affected by these techniques?
What are acceptable and unacceptable modes of behavior in this setting? (e.g.,
gestures, posture, attitudes, that "are in need of disciplining?")
How are participants "self-styling” i.e., changing themselves accordingly in
ways that are productive, including productive resistance?
How are participants "self-styling" in ways that are oppressive?
How am I "styling" myself as the teacher in ways that are oppressive?
How am I "styling" myself as the teacher in ways that are liberating?
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2.4 Research Design
2.4.1 Data Analysis
1.

Recording of initial observations

2.

Going back to data with implementing questions
using both:
Analytic induction. (Goetz, 1987, p. 57) in which I scanned data for
categories of phenomena and looked for relationships between these
categories, and,
Typological analysis. (Goetz, 1987, p. 59) in which I analyzed the data
and categories developed out of the analytic deduction based on
theoretical frames in critical and feminist pedagogy. From this
information, I developed typologies and hypotheses.

3.

With the new questions and new categories developed out of these
typologies and hypotheses, I went back to the data and continued the
process described in #2. These hypotheses were then modified and
refined with more cases, and so forth.

2.4.2 Validity
According to Patti Lather (1986), in post-positivist research, "the best
tactic...is to construct research designs that demand a vigorous self-reflexivity" (p.
270). In her article "Research as praxis," she suggests four areas for reflection in
"establishing data trustworthiness" (p. 270):
2.4.2.1 Triangulation
Lather (1986) suggests triangulation methods that go beyond the use of
multiple data sources and methods to include designs that consciously "allow
counterpattems as well as convergence" for credibility (p. 270).
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In addition to checking my data analysis with adult participants, the teenagers’
frequent conversations with a student intern allowed them to voice convergent
opinions about the process comfortably and anonymously. This information is an
important part of my data.
2.4.2.2 Construe! Validity
Construct validity checks are methods used to confront the theoretical
framework used in the research design and analysis of data. Lather (1986) argues that
empirical work should always consciously involve a context of theory-building. It is
important, therefore, to look at how the data challenges and changes the theoretical
assumptions used.
Part of the focus of my research was to specifically look at what the data
supported or disputed about the postmodern educational paradigm I was using and
particularly about my assumptions concerning the importance of non-rational
knowledge.
2.4.2.3 Face Validity
According to Lather (1986), "face validity is operationalized by recycling
description, emerging analysis, and conclusions back through at least a subsample of
respondents" (p. 271). In the original research design, I intended to go back to the
participants, including staff and ask them to look at cuts of video data to see if their
interpretations of the data matched my own. However, as I stated earlier, this validity
check did not prove possible.

(The problems I encountered with this have also

influenced my thinking about participation in the research process. This discussion
can by found in Chapter 5.)
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2.4.2.4 Catalytic Validity
In keeping with a feminist focus on "action as the starting point of research,"
catalytic validity "represents the degree to which the research process reorients,
focuses and energizes participants toward knowing reality in order to transform it"
(Lather, 1986, p. 272). Within a postmodern constructivist view, however, the notion
of "reality" is greatly problematized since reality is acknowledged as subjective and
contingent. The focus of the project was an attempt to demonstrate and voice
different realities in order to illuminate many perspectives and actually try out the
many alternatives for transforming those realities.
In his article, "Issues of validity in new paradigm research," Peter Reason
(1981) emphasizes a focus on self-awareness on the part of the researcher in terms of
validity questions. For example, researchers must attend to a certain amount of selfawareness in order not to project their own problems and difficulties onto the situation
unwittingly (p. 245). Reason also advocates that research not be "conducted alone"
(p. 248) and that researchers continually return to their subjects. Although I was
unable to return to the participants as I had intended, I did engage in a process that
was specifically designed to question my own motives and practices. This selfreporting and deconstruction of my own objectives and desires contributed to the
catalytic validity check.

CHAPTER 3
LITERATURE REVIEW AND CONCEPTUAL FRAMEWORK
Whenever we feel the slightly fearful, slightly embarrassed sensation that words
like Goddess produce, we can be sure that we are on the track of a deep change
in the structure as well as the content of our thinking. To reshape the very
principle of power upon which our culture is based, we must shake up all the old
divisions. The comfortable separations no longer work. The questions are
broader than the terms religious or political imply; they are questions of complex
connections. (Starhawk, 1982, p.4)
Several disciplines have informed, inspired, and directed me to the subject of
this research study. Perhaps of equal importance to the inquiry itself, is the
interdisciplinary conjunction of (sometimes disparate) voices that have influenced its
development. In frustrated response to the rigidly compartmentalized, static categories
of traditional academia, I have approached this research, and the literature that it is
drawn from, as fundamentally an act of resistance against what are still, despite
several decades of feminist scholarship and pedagogy, the dominant trends; 1) the
scientistic demarcation between fields of learning that dominate western education, and
2) rationalistic perceptions concerning what is considered to be valid knowledge.
In the interests of developing a feminist pedagogy of resistance, I review
literature that addresses questions of epistemology and empowerment related to
education. My interest in these issues has evolved out of personal experience and
generally considers the intersections of feminist theory, the study of creativity,
feminist and critical pedagogy, and postmodern thought. The research I have
conducted is a study of pedagogy developed in response to this literature.
It is important to note that the pedagogy I wish to develop does not focus on
gender issues. Although it is derived out of a "women-identified-purpose" (Stanley
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and Wise, 37), what I characterize as feminist pedagogy is more broadly concerned
with challenging the values and approaches to knowledge and power that have been
instituted by men and have dominated western education and culture. I also want to
acknowledge that the interdisciplinary nature of this review lacks comprehensive
coverage in the various subjects and is focused, instead, on the connections between
fields of study.
In the Forward to Popular Culture; Schooling and Everyday Life. Henry
Giroux and Paulo Freire write,
In this world new challenges present themselves not only to educators but to
everyone for whom contingency and loss of certainty do not necessarily mean
the inevitable triumph of nihilism and despair but rather a state of possibility.
(Giroux and Simon, Eds., 1989, p. vii).
This research study is based in feminist and postmodern critiques of the essentialist
and modernist foundations of critical educational theory - to the extent that I find
hopeful and positive in developing empowering pedagogy.

3.1 New Directions in Critical Pedagogy
In Women teaching for change. Kathleen Weiler (1988) provides an excellent
overview of the development of critical educational theory:
She begins with a description of the two schools of discourse in critical
educational thought since 1970. Both are concerned with an analytic understanding of
the structural (both material and ideological) forces that condition and limit people's
lives. According to Weiler, earlier reproduction theories (Bowles and Gintis)
"emphasize the reproduction of existing social, gender, and class relationships" by
current institutions, particularly schools, while production theories (Freire, Willis,
Giroux) "emphasize [human] agency and the production of meaning and class and
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gender identities through resistance to imposed knowledge and practices" (p. 3).
Production theorists also acknowledge the constraints of social, economic and political
institutions but they critique reproduction theories for ignoring the extent to which
people do take action, create choices, and resist imposed structures. Following
Gramsci's insistence on the power of individuals to contest hegemonic control, they
see the relationship of individual to social structure as more of an on-going dialectical
struggle (p. 16). In the late 70's, "resistance" theories grew out of this thinking
which further highlighted the "complexity of the relationship of individual
consciousness and structural determinants" (p. 19). As the literature in critical
pedagogy evolves, there is a growing tendency to embrace the complexity involved in
understanding how individuals shape their world and are shaped by it.
The sociology of education also becomes increasingly ambiguous as issues of
difference come to the foreground. For example, popular culture, once viewed as a
central perpetrator of dominant ideology, is now seen as a highly charged realm of
resistance (Giroux and Simon, Eds., 1989). The multiple interests, pleasures, and
struggles of particular individuals and groups challenge meta-theories of structural
determination or media manipulation. Giroux, for example, has stopped attempting to
analyze schools within what he acknowledges as the "limiting parameters of resistance
and reproduction models" (1989, p.l). Increasingly, the literature moves away from
an 'us/against/them’ paradigm. (I discuss the influence of postmodern thought in
connection with these views later in this chapter.)
Despite these directions, much of what has been written in the name of
"emancipatory" pedagogy has been critiqued for its foundationalist and rationalistic
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assumptions. Several years ago I attended a conference that highlighted the
difficulties presented by such assumptions 'unproblematized' in critical pedagogy
rhetoric.
The conference (on Freirian pedagogy) was fraught with tension and
frustration. It seemed that everybody was simply very angry at somebody; the
activists at the academics, students at teachers, people of color at whites, marxists at
postmodernists, women at men, and so forth. The atmosphere was combative and
defensive as groups vied for control. And, whether or not the specific targets of rage
were appropriate, the anger was real and justified. How then, many of us wondered,
were we to imagine a liberatory pedagogy out of this?

I was struck by one friend's

response - "well that's what happens when everyone is only in critical mode."
In Elizabeth Ellsworth's (1989) article, "Why doesn't this feel empowering?:
Working through the repressive myths of critical pedagogy," she provides a critique of
the rationalist assumptions underlying the literature. Ellsworth points to the repressive
quality of the abstract language and implicit "shoulds" of "empowerment," "student
voice," dialogue and "even the term ’critical'" (p. 298) that do not adequately attend
to the lived experience of people with different histories and needs, thoughts, fears,
pain, confusion, and pleasure.
Other writers have voiced similar critiques. Frances Maher (1987) points out,
for example, that although Henry Giroux (a central contributor to this literature)
acknowledges multiple truths and meanings, he "does not deal with any real
differences or conflicts among students that might thus emerge and need to be
analyzed" (p. 97). Patti Lather (1991) warns against Henry Giroux and Stanley
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Aronowitz' notions of "critical pedagogues as 'transformative intellectuals' with
privileged knowledge free of false logic and beliefs" (p. 137). She points to "the
profound dangers in attempting to speak for others, to say what others want or need,
of performing as the Grand Theorist; the 'master of truth and justice'" (p. 137).
Giroux, for example, rarely puts himself, and his own experience into the narratives
and instead speaks from a removed position, one that is postured as that of 'knowing'
the 'real' truth. Carmen Luke and Jennifer Gore (1992) also insist on looking at the
"unexamined assumptions underlying critical pedagogy" (p. 1) and they warn against
"single-strategy pedagogies of empowerment" (p 7). In a later publication. Gore
(1993) uses a Foucauldian analysis to deconstruct her own pedagogical "regimes of
truth" (p. xii). Drawing on Foucault's warning that there are "no inherently liberatory
practices" (p. 58), and therefore, relations of power are manifest in all human
interaction, Gore maintains that it is always necessary to question our own "regimes of
truth". According to both Luke and Gore (1992), "a poststructuralist feminist
epistemology accepts that knowledge is always provisional, open-ended and relational"
(p. 7).
Drawing on her experience teaching a course, "Media and Anti-racist
Pedagogies," Ellsworth (1989) challenges critical pedagogy's reification of dialogue
and critical reason when dealing with issues of difference. She points out that rational
deliberation falsely assumes "universalized capacities for language and reason" (p.
302). In addition, Ellsworth emphasizes that what needs to be said may not come out
of dialogue or rational debate. For example, "words spoken for survival come already
validated in a radically different arena of proof and carry no option or luxury of
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choice" (p. 302) and so, monologues or "speak-outs" are often more appropriate
forums for the "silent Others" to be heard (p. 310).
Challenging the rationalistic foundation of critical pedagogy, Ellsworth calls
for a "pedagogy of the unknowable" (p. 318). This approach to education would
recognize the need for problematizing the "partial," "self-interested," and
"contradictory" knowledges that each individual or group holds concerning its own
'side' of an issue (p. 310). According to Ellsworth, it is exactly these voices that
need expression - all the things that are "not being said" but am being thought and felt
(p. 316). She advocates for an acceptance of partiality and limitation because it is
always present and "a recognition, contrary to all Western ways of knowing and
speaking, that all knowings are partial, that there are fundamental things each of us
cannot know" (p. 310). According to Ellsworth, although critical pedagogy
recognizes that teachers can and should learn from students, it does not acknowledge
that there are many things that the teacher of a different race, gender, class, and
history can never know about students' experiences. She insists on recognizing this
limitation herself as a white heterosexual academic.
The acceptance of so much uncertainty and unknowability is risky and engages
issues of trust, particularly among people who want to confront oppression.
According to Ellsworth,
As long as the literature on critical pedagogy fails to come to grips with
issues of trust, risk, and the operations of fear and desire around such
issues of identity and politics in the classroom, their rationalistic tools
will continue to fail to loosen deep-seated, self-interested investments in
unjust relations, (p. 314)
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Ellsworth makes several suggestions for dealing with these issues. Among
these, she recommends informal gatherings outside of class to build trust;
experimentation with alternative modes of communication; classroom practices that
acknowledge uncertainty and multiplicity of knowledges (a "moving about" among
interests and identities); and, a recognition that the results of these projects are always
"unpredictable and uncontrollable" (p. 320). Quoting Audre Lorde, she insists that
"’difference must be not merely tolerated, but seen as a fund of necessary polarities
between which our creativity can spark like a dialectic"' (p. 319).
3.2 Creativity and ’Other’ Knowledges in Education for Change
Ellworth's emphasis on trust, taking risks, and challenging the limits of
rational knowledge resonate with my own experiences in creative process and what I
have come to see as important for ’empowerment’ education.
Theorists and activists in various disciplines have pointed to the importance of
non-rational knowledge for change. Fantasy and imagination, for example, have
always been at the center of feminist thinking (Morawski, 1988, p. 191) in order to
imagine a world that is not male dominated. Educators studying the nature of
creativity look at the importance of imagination and intuition in terms of societal and
personal change (Gallo, 1989). Others voice concern over practices that employ an
over-emphasis on left-brain critical skills to the exclusion of a creative imagination
that seeks alternatives (Greene, 1990; Purpel, 1989; Walters, 1990). In participatory
research theory, the hierarchy of knowledge imposed by dominant ideology is
challenged in favor of renewed interest in "people's knowledge" that includes ritual,
magic and intuition (Park, 1982). Feminist writers stress the importance of creativity.
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body awareness, feelings and vulnerability for empowerment (Morgen, 1983,
Starhawk, 1987). Futures research promotes creativity and intuition as requirements
for a scientific practice that can deal with a world of rapid change (Domzalski and
Southern, 1984). Peace educators argue against the predominance of technical reason
in favor of cultivating a "moral imagination" for understanding intersubjective views
(Rivage and Marguerite, 1987, p. 153).
Delores Gallo (1989), goes further to suggest that the feelings and vulnerability
in creative endeavor help to develop empathy for other perspectives and thereby
"predispose the individual to more effective reasoning by increasing one’s engagement
with the issues and one's motivation for producing a fair judgment" (p. 104).
According to Gallo, non-rational processes enhance reasoning abilities, particularly in
the context of social concerns. Influenced by Carol Gilligan, Gallo challenges the
dominant tradition in philosophy and psychology that separates thought and feeling as
distinct and exclusive entities. Instead she suggests a more interactive relationship
between the two in both imaginative and critical reasoning projects. Similarly,
according to Kerry Walters, a "pattern of discovery" that includes non-rational
processes is also essential to any analytic, intellectual endeavor (1990, p. 449).
Intuitive leaps in understanding and imagination that create new ideas and
breakthroughs are a necessary component of any original thinking.
Some educational theorists have focused on paradox - a kind of surrender to
what doesn't make rational sense - as a component of empowerment education. In her
article entitled, "The paradox of empowerment," Christine Knott (1987) documents
her experience working with a group of graduate women in a six month student
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centered learning group. The group's mutual discovery during this time was "that
empowerment, in terms of enabling and energizing, involved - the seemingly absurd
or contradictory experience of vulnerability. In other words, to be empowered
involves the experience of powerlessness" (p. 3). The students developed this notion
out of what they found to be empowering when they allowed themselves to be open to
feelings of vulnerability and acknowledged the importance "of not being selfsufficient,” that personal empowerment for them involved "interdependence" (p. 12).
In an article on new approaches to social and community problems, Julian
Rappaport (1981) writes about the paradoxical nature of community life. He
recommends using the contradictions and divergent information as a means of dealing
with problems. According to Rappaport, difficulties always entail at least two or
more valid but usually opposing solutions and he advocates pursuit of these paradoxes
instead of succumbing to one-sided professional solutions.
Nigel Bakker (1990) critiques the dominance of left-brain schooling in current
educational practice and writes about an alternative education for freedom drawing on
Huston Smith's "fourfold educational scheme" which includes; "subjective education,
education for surprise, education for surrender, and education for words." Subjective
education demonstrates that "our experience is truth to us" (p. 200) regardless of what
system or facts might indicate otherwise, education for surprise acknowledges the
importance of "what we do not know" (p. 200), education for words emphasizes that
the "need to be clear must not be allowed to sterilize language" and eliminate the
richness of ambiguity (p. 200), and education for surrender" which he sees as
"integral to being human" (p. 200):
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Commitment to anything, a person, a cause, God, is impossible without
a deep sense of surrender...And certainly creativity becomes impossible
without the power of surrender to those forms of thinking, acting and
reacting that emanate largely from the right brain, and to accepting
them as meaningful, as valid. Left brain probably does not understand
surrender; right brain knows all about surrender, and has turned its
understanding to good effect, (p. 200)
What creativity is, exactly, seems to defy definition and it seems this resistance
to scrutability makes it what it is. Literature in the study and research of creativity is
consistently ambiguous. Eileen Pickard (1990) acknowledges that "because creativity
cannot be anticipated and controlled, it is notoriously difficult to research" (p. 1).
The literature therefore spans a very wide range of material. For example, Silvano
Arieti (1976) delineates social factors that contribute to the development of creativity.
Interactionist approaches identify elements of personality, cognitive and social
psychology explanations, and social and contextual influences (Woodman and
Schoendfeldt, 1990). However, there is no single definition that fully embraces or
explains the experience, or rather experiences. There is no one kind of experience
that is fully representative of creativity either.

Doris Shallcross (1981) examines

the kinds of behaviors conducive to creativity. I have found these to be helpful in
relating creativity to liberatory education. In order to examine this relevance, I will
review several areas of literature in conjunction with two primary aspects of creative
process identified by Shallcross: 1) Allowing the unexpected and unknown (which
encompasses the openness to experience, willingness to risk, and flexibility
characteristic of creative behavior, as well as creativity's resistance to control or
anticipated outcome) and, 2) making connections and tolerating ambiguity (which
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encompasses the acceptance of contradiction, disorder and unconventionality
characteristic of creative behavior), (p. 10).
3.2.1 Allowing the Unexpected and Unknown
Educating for change requires an openness to possibility that precludes rigid
planning or predictable outcomes. When dealing with structures of domination and
continual technological and cultural change, these kinds of expectations can only lead
to cynicism since answers are simply not possible in advance. It is a commitment to
process - a kind of blind faith - that is required for social change work. Encountering
the unknown and even the unknowable is a necessary challenge for any empowerment
pedagogy and particularly when dealing with issues of difference.
Commitment to process is a fundamental element in creativity, especially in
improvisation as I have learned myself. The Latin root of the word, "improvisation"
is "improviso" which means to "not see before" (Steinman, 1986, p. 77).
Improvisation is an immediate, spontaneous art of the present, requiring full attention
and awareness in the moment. It is not a refinement of technique but a turning
inward and an ability to listen to oneself, others, and one's surroundings on a very
deep level in order to allow the flow of intuitive responses. It is not something that
can be learned analytically or outside of the moment of the experience itself.
In Trefor Vaughnan's article, "On not predicting an outcome: Creativity as
adventure" (1987), he suggests an "interplay of opposites" to describe the creative
process. Although he discusses at length the inability to control the process of
creative work, he also acknowledges the need for concentration which requires
control. Doris Shallcross also speaks of the disciplined control necessary in creative
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process. And so, creativity is a complex interplay of opposite intentions that make up
the experience. One example is the tension between the emotion necessary for
creative juices and the additional requirement of detachment. These kinds of tensions
reveal what Vaughan calls a ’’rebellious aspect" of creativity in its resistance to
manipulation (p. 303). Although there must be some control and rational activity,
there can be no unbending master plan.
Starhawk (1987) calls creation, "the ultimate resistance, the ultimate refusal to
accept things as they are. For it is in creation that we encounter mystery: the depth of
things that cannot be wholly known or controlled" (p. 26). Eileen Pickard (1990)
likewise suggests that change requires an approach to knowledge which emphasizes
imagination about what might be instead of what we think we know (p. 7). Nigel
Bakker's (1990) discussion of a subjective education for freedom, which includes
"education for surprise," celebrates what we do not know (p. 200).
Critiques of Positivism
Attention to knowledges not rationally derived is provided in the theoretical
t

foundation of critical theory and in other critiques of positivism. The following is a
short discussion of Jurgen Habermas, Brian Fay, and others' critiques of
enlightenment science and positivism.
In Knowledge and human interests. Jurgen Habermas (1968) identifies three
kinds of knowledge, the sum of which (according to him) encompass human
experience. Each of these forms of knowledge is based in a specific kind of human
interest. His theory of "knowledge - constitutive interests" (Held, 1980, p. 254)
breaks with positivist notions of objectivism and insists on the interrelated role of the
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subject (with interests) in creating knowledge. He sees empirical knowledge (or
"instrumental reason") as one form of knowledge only. This position contrasts with
positivistic notions that, in effect, view empirical knowledge as the only valid
knowledge. According to Habermas, empirical knowledge is bom of instrumental
interests. It looks as causal relationships and is required for making things, solving
technical problems, and managing the material world, essentially tasks of control over
the physical reality.
Interpretive (hermeneutical) knowledge, according to Habermas, grows out of
communicative interests by which meanings and symbols are shared intersubjectively
to enable communication within the "subject/object"'s (p. 309) contextual and
historical experience.
The third form of knowledge, critical or emancipatory knowledge, is rooted in
the interests of freedom (p. 317). Emancipatory knowledge utilizes both empirical
and communicative understanding (the first two kinds of knowledge) for critical
reflection, including self-reflection and it attempts to uncover the contradictions and
distorted communication that are always manifest in social structures.
Empirical or instrumental knowledge has been dominant in western society
since the Enlightenment, a circumstance that Habermas calls "scientism" (p. 296).
Habermas' critique of this ’positivist' condition is not an indictment of science or
empiricism but a concern regarding the pervasive use of instrumental knowledge in all
domains of human experience (outside of scientific, technical, or instrumental
projects) to the exclusion of other forms of knowledge. Empiricism is an
epistemology of control, and so, when used in areas of human life, wherein there are
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"interests” of a communicative and emancipatory nature, beyond instrumental concern;
it serves to dominate.
In Social theory and political practice. Brian Fay (1975) provides a useful
analysis of the conceptual connection between empirical science and control. The core
principle in this analysis is based upon his discussion of scientific causal explanation
as the "obverse" of prediction (p. 33). If something is "known" scientifically, it can
then be reproduced in an experimental situation:
We understand a state of affairs scientifically only to the extent that we
have the knowledge of what to do in order to control it, and it is thus
that the ability to control phenomena provides the framework in terms
of which scientific explanation proceeds, (p. 40)
An empirical paradigm for knowledge by definition entails a separation of
subject from object (of study). If the scientific project is successful, the subject will
be capable of controlling the particular circumstances of its object (to repeat the
experimental situation), and in doing so, be capable of controlling the outcome.
Habermas, Fay and many others have critiqued this approach to knowledge within
human affairs. In the study of human behavior and experience, control over
’variables' is never completely possible, and so, a "science" of women and men, in
the positivist sense, is based on a faulty premise. However, attempts to create such a
science are nonetheless pervasive in western society and responsible for the
development of technocratic social structures in which human affairs are looked upon
as 'technical' questions to be solved through well-engineered solutions. In addition,
when instrumental knowledge is seen as the only valid knowledge (as in the positivist
school) it stifles other 'interests' (such as those of freedom and intersubjective
exchange) and in doing so, legitimates and supports a technocratic status quo. If for
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example, social issues are approached as technical problems that can be controlled
with socially engineered solutions, then only technical "experts” can address these
concerns. This excludes individuals and groups not privy to the specialized
knowledge of technical or scientist experts. Since it is often women and other
marginalized social groups who are likely to be deprived of these forms of knowledge,
then an over-emphasis on the empirical paradigm and consequent mystification of
knowledge - what Habermas calls "technocratic consciousness” (Held, 1980, p. 254)
is also an effective tool of social and political domination.
Since the Enlightenment and Industrial Revolution, the surge of technological
advancement in the West has continued to forge the equation of empirical knowledge
and control. In addition to critical theory, substantial scholarship in feminist and
postmodern theory opposes positivistic claims. Liz Stanley and Sue Wise (1990)
define positivism as follows:
Positivism sees social reality, social 'objects’ and events as 'like'
physical reality. Positivism also accepts the existence of an 'objective'
social reality. It argues that just as there is a real, kickable, irrefutable
physical reality, so there is one, equally real and irrefutable social
reality. When examining social events of various kinds, if we use the
right methods, the most appropriate techniques, develop the best
possible set of hypotheses/explanations, carry out this research without
fear or favour and remain objective in doing so, then we shall
eventually arrive at 'the truth' about it. (Stanley and Wise in Crimshaw,
1986, p. 90)
Feminists others have joined critical theorists in refuting objective claims about
social reality. Scientists have also challenged rationalistic knowledge claims in the
physical reality and the natural sciences. Herbert Bernstein (n.d.), a professor of
physics, for example, points to the "Heisenberg uncertainty principle":
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This rigorous result of quantum mechanics shows that one can never
determine both the exact position and momentum of a particle at a
given time. Since those two quantities are just what must be known to
determine the future behavior exactly, Heisenberg's principle is a
crucial ingredient in the shift from a deterministic to a probablistic
theory of the ultimate constituents of matter. The uncertainty principle
tells us the limits of microphysical knowledge, (p. 34)
Bernstein also refers to current interpretations of quantum theory as "being about what
we can measure rather than about pre-existing reality" (p. 35). He calls this the "shift
from 'it explains' of classical physics to 'it works'" wherein physics is seen as
"constructing a reality" and not as an objective truth about the world (p. 35).
According to Bernstein (n.d.), these profound challenges to neutral and valuefree claims in the empirical sciences pose certain moral questions. For example, if
reality is constructed, then "what ought one to study to make the very best reality
possible?....[and] for whom" (p. 35)? Answers to these and other moral issues are
not to be gleaned through rational pursuits alone. In view of the limitations of
scientific inquiry in areas of human and moral concerns, he proposes a more holistic
approach to knowledge that recombines what he calls "Knowledge (with a capital K)
and knowledge (with a small k)" (p. 32):
The latter is an institutionalized, methodologically demarcated, socially
sanctioned enterprise. This is the knowledge of our knowledge
businesses, the fruit of our everyday scientific endeavor, the content of
the manifold branches of inquiry. Capital K Knowing on the other
hand is the inspired, almost spiritual or mysterious, seemingly sudden
insight. It is the one source of new understanding, (p. 32)
All of this schematizing about knowledge is, of course, contingent but I think
it is useful in looking at the politics of knowledge and the pedagogical significance of
the kinds of knowledge that invest power but do not constitute control.
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Starhawk's discussion concerning kinds of power, roughly parallels Bernstein's

kinds of knowledge. In her earlier writings (1982), she describes two kinds of power,
"power-over" and "power-from-within." Power-over "backs up all the institutions of
domination" while power-from-within involves "spirit" and "immanence...the power
we sense in a seed, in the growth of a child, the power we feel writing, weaving,
working, creating, making choices" (pp. 3-4). Her later writing (1987) includes a
third kind of power, "power-with" (p. 10), that in part correlates to Habermas’
knowledge of communicative interaction. It derives from the power of being with and
in communion with others. However, Starhawk's notion of power-with entails a
further dimension that includes an ability on the part of a strong individual "not to
command" but "to act as a channel to focus and direct the will of the group" (1987, p.

10).
While it is not possible to draw direct parallels, it is instructive for this
discussion to look a bit further at the similarities and differences concerning kinds of
knowledge described by Habermas, Bernstein and Starhawk. Habermas' notion of
instrumental reason, Bernstein's small "k" knowledge, and Starhawk's conception of
power-over are all generally similar concerning the scientistic control rooted in these
forms of knowledge. And, although there is no direct symmetry between Bernstein
and Starhawk's analyses, they do both acknowledge the importance of something
inscrutable in their notions of Knowledge and power-from-within, respectively.
Starhawk (1987) talks about mystery and magic, "the art of evoking power-fromwithin" and "changing consciousness" (p. 6), in order to challenge the predominance
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of power-over and "remake the world" (p. 8). Bernstein refers to the importance of
spirituality and mystery for moral choice-making.
My own belief is that there are many kinds of knowledge and that it is
impossible to map out all the forms of knowledge known to human experience. Nor
could any one person know what they are. Starhawk, significantly, makes no such
claims in her discussion of power. However, in the interests of developing a feminist
pedagogy, it is important to recognize and embrace the kinds of knowledge and
learning that allow for the unexpected, without anticipated or controlled outcomes.
Charlotte Bunch writes,
To get students to think creatively, a teacher must convince them that
they should not try to figure out the 'right' thing to say. Those most
oriented toward politics seek the 'correct line', while those oriented to
the academy seek the 'correct answer'. The effect is usually the same.
Concentrating on what is 'right' or expected stymies creative thought. I
often create situational assignments and give examples in my lectures
where there is clearly no right answer, but rather a number of options
that depend on deciding between different approaches and values instead
of finding the so-called-truth.” (Bunch, 1983, p. 259)
In participatory research, the notion that knowledge is power is central to the
methodology:
Cast in the mold of research, the knowledge link between what is
needed for a better life and what has to be done to attain it is made
clearer; knowledge becomes a crucial element in enabling people once
more to have a say in how they would like to see their world put
together and run. (Park, 1989, p.l)
As a tool for social change, participatory research assumes that ordinary people can
take power by coming together to express their problems and then conduct their own
research concerning solutions. Out of this research and dialogue, the collective
knowledge that is created naturally leads to collective action. Knowledge, therefore,
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is directly related to power. But it is significant that the kinds of knowledge
theoretically utilized in this work are not limited to instrumental or critical parameters.
They also include ’’rituals, festivities, story-telling, small talks, singing, dancing, and
playing” (Park, 1989, p. 20), knowledges that are interpretive but also go beyond
communicative interest to encompass mystery, the unexpected, and the paradoxical.
In both participatory research and the kind of teaching practices described by
Bunch and Ellsworth above, participants are challenged to trust themselves and others
with whom they are working in order to engage in a process that involves change,
new alternatives and unpredictable outcomes.
Since trust is a necessary component in creative process, creative activities can
be used by educators to promote learning that challenges a positivist paradigm. Using
creative activities to build trust is also one way to begin dealing with the painful,
mistrust and competition for control that happens when dealing with issues of
difference. As Ellsworth says, without trust, we ’’will continue to fail to loosen deepseated, self-interested investments in unjust relations (p. 314).
The following sections further examine this issue and its relevance for feminist
education.
3.2.2 Making Connections and Tolerating Ambiguity
Feminist scholarship has challenged dominant mythologies of separateness and
heroic individuality to encompass a more inclusive and democratic mentality (Gilligan,
1982; Greene, 1990, May). In the ecology movement, feminists (and others) call for
a more holistic approach. Instead of control or ’’power over” the world, there is a
growing epistemology of wholism and interconnectedness (Daloz, 1990; Merchant
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1980). In the natural sciences, feminists are seeking to break down the separation of
subject from object of study. No longer are "nature and natural phenomena (including
other people)" to be looked upon "as isolated objects" (Hubbard, 1988, p. 10).
Feminists are insisting that "subjectivity and context cannot be stripped away, that
they must be acknowledged if we want to understand nature and use the knowledge we
gain without abusing it" (p. 10).
In Carol Gilligan's (1982) pioneer work. In a different voice, she differentiates
between men and women’s psychological development. According to Gilligan, men
are typically more concerned with individual mastery while women often focus more
on caring and connectedness. In Women’s ways of knowing: The developments of
self, voice, and mind, the authors similarly talk of a "connected knowing" (Belenky,
Clinchy, Goldberger, and Tarule, 1986, p. 101) that is characteristic of women. This
kind of understanding involves trust, intimacy, acceptance of others and equality.
Perhaps the most significant learning experience I have had with "connected"
thinking is, again, through creative process. "Connecting" is necessary in any creative
project but in improvisation particularly, participants must constantly listen to one
another throughout the process. Individual creative projects also include an experience
of connectedness involving things and concepts, as well as people.
One of the most pervasive definitions of creativity, in fact, includes discussion
of "connection-making processes" (Londner, 1991, p. 20). Londner cites fourteen
writers who talk about creative discovery as a process of connecting and combining,
often seemingly unsimilar entities (p. 20-21). Arthur Koestler (1964) calls this
intuitive process, "bisociation" (p. 35) and sees it as the fundamental basis of
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creativity. Natalie Shainess (1989, June) describes the connecting and combining
elements of creativity as fundamental in allowing "a greater sense of the gestalt of
things” (p. 127). Making new combinations also requires an ability to mess up old
ones which means tolerating disorder, chaos and ambiguity (Thompson, 1991). These
kinds of experiences break down positivistic and instrumental approaches to
knowledge because they embody contradiction and a balance of opposites that cannot
be controlled. The end result is always new and not predictable. According to
Koestler (1964) and others, creative process is integral to any discovery. For this
reason, ”it is an act of liberation - the defeat of habit by originality” (p. 96).
Creative process therefore involves a variety of aspects that challenge
rationalistic limitation in pedagogy: making connections, building trust and
communication, tolerating ambiguity, nurturing new discovery, and allowing the
unexpected.

Feminist Theory; Embracing Ambiguity
Although my research is not specifically focused on gender issues, the
following literature in feminist theory has deeply influenced my thinking about
approaches to knowledge that are necessary for change:
There is considerable scholarship in feminist theory that embraces notions of
ambiguity and uncertainty as legitimate ways of knowing. This thinking resonates
with what I have learned experientially through creative process.

Numerous

feminist writers (Crimshaw, 1986; Flax, 1990; Fraser and Nicholsen, 1990, Gergen,
1988; Harding, 1990) reject theories of an objective known social reality that can be
studied without reference to context, ”the purposes, meanings and intentions of those
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who are the object of study” (Crimshaw, p. 91). These writers also address what is
perhaps more critical to feminist concerns; the issue of intention and perspective of
those doing the study. No longer is reality viewed, by these writers, to be something
'out there', objectively studied, un-biasedly understood, and therefore predictable and
controlled. Instead, ambiguous and multiple views of reality are acknowledged.
Although these assumptions are widely accepted among many feminist
theorists, there has nonetheless been controversy concerning the particulars of such a
social construction of reality and its implications for a feminist movement. Lesbian
women, women of color, and others have criticized the feminist movement for what
was largely white and middle-class views concerning the definition of woman and
feminist (eg., Lugones and Spelman, 1983). The ability to tolerate ambiguity,
contradiction, and multiplicity has thus become a requirement for the survival of a
feminist movement. There are, however, many problems posed by this. The
following are some of the issues and debates:
New kinds of knowledge and theory are needed for dealing with the often
ambiguous and sometimes paradoxical circumstance of feminist struggle. There are
debates in all disciplines. For example, in women's history, there has been tension
concerning how history is read. Should the emphasis be on women's domination by
men throughout history or focused on women's resistance and struggle against that
domination (Gordon, 1991, p. 75)? Feminist theory also looks at the "double-binds"
(Ungar, 1988, p. 134) faced by women, for example, professionalism versus
womanliness, physical attractive requirements versus executive and managerial
abilities, sexuality versus respectability, and so forth. Because these conflicts are
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often subtle and contradictory, making it difficult to identify the ’’source of the
conflict" (p. 135). There is often an unavoidable ambiguity that cannot be effectively
dealt with in 'sense-making' dialogue. To sit with this ambiguity and avoid self¬
blame and to detach from false and imposed dichotomies, to in fact, tolerate what
doesn’t make sense, seems to be necessary at this stage of feminist struggle.
Perhaps the most difficult double-bind lies in the general nature of many
women’s relationship to men:
The feminist revolution is different from all others in that we live with
our opponents (men) and generally speaking we love them, and they
love us. Thus, we have had to fashion a process of deliberation that
includes our rage, sadness, and genuine opposition, and that nonetheless
is not murderous. It is practically impossible for us to resort to that
rupture of deliberation that brings peasant and aristocrat, black and
white, easterner and westerner, to armed struggle, where each faction
can repair to its separate station, culture, language, country, justifying
hostilities by the claim that the other side is at best not really human, at
worst diabolical. (Grosholz, 1988, p. 180)
The struggle is not an either/or, win/lose situation. Because women know from their
experience that men are only too human, feminists often find themselves in an
ambiguous, often precarious, unsure place.
Another formidable difficulty in feminist struggle lies in the reflexive nature of
knowledge within a social constructionist view. According to this perspective, women
are always "actively constructing as well as interpreting the social processes and
social relations which constitute their everyday realities" (Stanley and Wise, 1990, p.
34). However, they are constructing within a gender-biased world and the knowledge
is therefore, a product of that bias. Lowe and Benston (1991) write that "we
internalize our most fundamental ideas without being aware that we have them and it
is extremely difficult to become aware of the assumptions behind our thinking" (p.
63
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of patriarchy. Shotter and Logan (1988) point out that even the techniques of
resistance incorporate techniques of domination by invoking the "image of mastery
and possession" (p. 83).
This reflexivity of knowledge is central to much of Michel Foucault's thinking
with respect to sexuality. His views concerning the "relations of power, sexuality,
and knowledge in the production of sexual difference" (Gunew, 1991, p. 112) has
been useful for feminists grappling with the complexity of gender identity issues. For
Foucault, "sexuality is a matter of socially and historically specific practices and
relationships that are contingent and dynamic, and thus a matter of political struggle"
(Sawicki, 1988, p. 184). We have an on-going and active participation in the socio¬
cultural processes and power relations that operate throughout the social-body and
upon our bodies in terms of our sexuality and our sexual difference. The struggle for
freedom is therefore, "not something following from a notion of one's true nature of
essence as 'human being', 'woman', or 'proletarian' but rather our capacity to choose
the forms of experience through which we constitute ourselves" (p. 185).
In response to this complexity, feminists are encouraging a tolerance for
ambiguity and tentativeness. Jane Flax (1990) calls for new kinds of theorizing that
embrace uncertainty and give up the "search for closure, the right answer, or the
motor of the history of male domination" (p. 52-53) to expose the oppressive "roots of
our needs for imposing order and structure" (p. 56).
Perhaps the complexity of the feminist struggle - which cannot be neatly
defined in us-against-them terms - is an opportunity to move beyond foundationalist
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approaches to change and beyond ’mastery’ modes of resistance. This complexity
requires an acceptance of ambiguity and a commitment to process that allows for
unpredictable outcomes. According to Flax, ”if we do our work well, reality will
appear even more unstable, complex, and disorderly than it does now" (p. 57).
However, in spite of the uncertainty, a commitment to process (as in creative process)
can bring unexpected (good) alternatives and positive change.
Probably the greatest area of complexity and ambiguity for feminists is in the
debates concerning difference. There has been considerable critique directed at the
hegemony of the feminist movement. Historically, the writing has been largely based
in western, white and middle-class views, and consequently "blind" to differences of
race, class, sexual orientation, and so forth, (hooks, 1991; Lather, 1991; Lugones and
Spelman, 1983; Narayan, 1989). According to these critiques, even what counts as a
feminist movement will not be the same, at least initially, for white middle-class
women and women of color. Uma Narayan points out, for example, that the feminist
attack against positivism itself, is a white western focus and that "most traditional
frameworks that nonwestem feminists regard as oppressive to women (e.g., religious
institutions) are not positivist" (p. 260):
We live in both/and worlds full of paradox and uncertainty where close
inspection turns unities into multiplicities, clarities into ambiguities,
univocal simplicities into polyvocal complexities. As but one example,
upon close inspection, ’women' become fragmented, multiple, and
contradictory both across groups and within individuals" (Riley cited by
Lather, 1991, p.xvi).
The inability to ascribe fixed meaning to the terms "woman" or "feminist"
renders the notion of a feminist standpoint problematic (Harding, 1991). Some
writers maintain that any reference to a feminist standpoint is reductive "essentialist
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thinking - meaning that a universal ’’essence" of what is woman or feminist is
necessarily invoked by such statements and should therefore be avoided (Stanley and
Wise, 1990, p. 39). Accordingly, categorizing something as typically ’male' has also
drawn opposition. Jean Crimshaw (1986) points out that anything presented as
"representative of woman's thinking or men's thinking" (p. 69) in a totalizing way
will always be a falsification because there will always be examples that contradict the
assumption. For example, she shows how presenting the notion of a "mind-body"
split as a typically male perspective is, in fact, ahistorical as well as Jane Flax'
contentions about the "maleness of philosophy" (p. 66-70). Many of the writers I
have referenced above could or have been subject to this critique; for example, Carol
Gilligan’s studies that emphasize women's focus on caring and connectedness or
Belenky and others' study on women's ways of knowing. In fact, I have been told
that the focus of Belenky's research has shifted to simply "ways of knowing" in
response to these concerns.
The purpose of these critiques is not to deny that there are differing female and
male perspectives and characteristics, but to challenge the tendency to totalize such
theories as representative of all women or all men. Sandra Harding (1991) suggests
that we redefine a feminist standpoint as the subject of multiple realities that does not
assume a unitary standpoint.
A philosophy of multiple truths brings with it a myriad of complications,
ambiguities, and paradoxes for feminist struggle. I describe some of the basic
epistemological issues below in order to show further, the depth of complexity and
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consequent necessity for feminists to use 'other' ways of knowing when creating
feminist pedagogy.
The underlying difficulty that is presented by a pluralistic view of reality for
feminists is the danger of falling into complete relativism and thereby undermining the
possibility of any collective feminist struggle. If all universal assumptions are thrown
out; if for example, it cannot be said that women are generally oppressed by men, a
feminist movement is mute. And if ideas, beliefs, and experiences simply speak for
themselves and all are equally valid, how can oppression be identified? Are men or
white-middle class women's experiences simply as valid as women and those of color
respectively? And so forth.
Harding (1991) and Fraser and Nicholsen (1990) suggest using the perspective
of the oppressed or marginalized as the starting point for understanding and analysis in
order to deconstruct the dominant view. From this vantage point, the differences that
have been silenced can be voiced and the privileged can become aware of their ''key
privilege" which is "not to notice that they are such" (Stanley and Wise, 1990, p. 33).
Jean Sawicki (1988) points out that effective resistance does not require that we
overcome difference. In fact, "difference can be a resource insofar as it enables us to
multiply the sources of resistance to the myriad of relations of domination" (p. 187).
These ideas do not, however, solve the problem of relativism. If truths are contingent
and multiple, what rationale can be provided for starting with the marginalized
position? Even if this were rationalized effectively, perspectives of the marginalized
are often distorted by internalized oppression. In response to these difficulties,
Crimshaw (1986) says,
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The fact that one group has power over or exploits another, cannot be
reduced to anyone's belief that this is so; nor does the fact that someone
does not understand their own experiences in terms of oppression or
exploitation necessarily mean that they are not oppressed or exploited.
(p. 99-100)
Crimshaw opposes what she calls the "radical subjectivism" (p. 92) of writers like
Stanley and Wise who continually assert the validity of multiple truths - the validity of
each truth being subject only to its specific local and historical context. Instead, she
advocates an approach that can embrace multiple perspectives and at the same time
keep some objectivity. Questions regarding whose interests are being served by a
certain belief or specific reality must be asked, for example. But she also sees that
objectivity must be challenged and she agrees with Lugones (1983) that people should
always be listened to in any case (p. 102). Harding (1991) likewise advocates a
position wherein each position can be voiced but also problematized, utilizing some
objective critique.
This approach, which encompasses both a relativist and an objective
perspective requires that we accept radically different assumptions concerning
knowledge. There is no complete right answer; problems cannot be fully explained
within any one theoretical analysis. Nothing can be pidgeonholed. Rather, the
complexity and ambiguity of social realities must be accepted and 'played' with rather
than rigidly upheld as a correct policy or strategy. All of this suggests, to me, the
kind of learning I have experienced in creative improvisation, what some might call a
more right brain approach. But even the notion of a "left-brain/right brain"
dichotomy presents difficulty.
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Susan Leigh Star (1991) warns against the kind of dichotomized thinking that
such differentiation is founded upon and she points out that the literature and research
on the subject of hemispheric brain function is exceedingly complex and contradictory,
particularly in the area of male and female capabilities in each realm. She shows how
"attempts to dichotomize right brain/left brain ways of perceiving, thinking, feeling,
and being in relation to the environment" are related to "the dualistic social system
summarized by the patriarchy" (p. 246). For example, "men’s dominance in the
social and economic spheres has been linked simplistically to their capacities for linear
(left brain) thinking" (p. 246). This capacity has not been demonstrated as superior in
the research on men.
Dichotomized thinking is characteristic of positivistic approaches to knowledge
and it has provided a very effective means for one group to maintain power and resist
change. Nancy Jay (1991) shows how gender issues have been influenced within an
"A" / "Not-A" dichomotized perception of the world (p. 100). If "A" (e.g., men)
represents the norm and order, then anything else becomes perceived as "other" (e.g.,
women). In addition, if "A" represents order, then "Not-A" represents disorder and
chaos. This is why dichotomy is so effective in resisting change. Anything that
challenges "A," the existing status quo, is perceived as chaos instead of simply an
alternative.
In accordance with efforts to embrace multiplicity, many feminists now
denounce such rigid either/or thinking, and call for a "determined conjoining of
dichotomies" (Stanley, 1990, p. 11) for feminist theorizing. Instead of resolving
relativist versus foundationalist approaches to knowledge, or collectivist versus
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individualist approaches to change, these writers advocate what they call "recipes for
practice" (Stanley and Wise, 1990, p. 41). Such approaches do not presume right
answers but are more like a "cookbook" and "modest in their claims to applicability"
(p. 41). Again, this approach need not negate all claims to objectivity. According to
Harding (1990), our desire to give up trying to tell one solitary truth does not mean
that we cannot attempt to tell "less false stories" (p. 100).
In response to so much ambiguity in regard to theory, some feminists have
called for the end of philosophy and theory, advocating only "pure praxis" (Gatens,
1991, p. 182) as the true feminist strategy. But Gatens believes this view of
philosophy and theory - and by extension, of academia in general - misses the point.
Philosophy is "on-going" and always in process (p. 183). It can change. The goal of
a feminist philosophy and feminist academic practice need no longer seek "Truth."
Gatens advocates a new focus "on becoming rather than being, on possibilities rather
than certainty, and on meaning or significance rather than truth" (p. 194). She
acknowledges the difficulty of such focus and in fact sees the role of the feminist
philosopher as continually in the position of "posing riddles that have no answer" (p.
197). But to ignore the riddles altogether, to deny theory, is dangerous given the
reflexive nature of our "power/knowledge" nexus. As Joan Cocks (1985) points out,
"women who restrict their insights to the immediacy of personally felt life are fated to
be unwitting collaborators with the dominant order in imposing debilitating rules of
vision and narrow possibilities for action on themselves" (p. 178). In response to
these difficulties, J.G. Morawski (1988) calls for "deconstructive practices" (p. 190)
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in theory that can "enable reconstructive efforts" (p. 190) in order to see the world
differently in ways that can include imagination and fantasy.
Innovative modes of teaching that emphasize imagination, embrace ambiguity,
and allow for multiple truth perspectives are needed in developing feminist pedagogy.
Some of the ways in which creative process can used to this purpose have been
mentioned. To explore this theme further, the next section addresses postmodern
theory linked to pedagogy.
3.3 Postmodern Theory and Education for Change
3.3.1 Tenets of an "Affirmative" Postmodernism Related to Feminist Pedagogy and
Creative Process
In order to talk about postmodernism in the context of pedagogy, I refer to
Pauline Rosenau's (1992) overview and synthesis of postmodern thought in, Post¬
modernism and the social sciences: Insights, inroads, and intrusions. Because her
intention in this book is to clarify and provide coherence, she acknowledges that the
emphasis is in fact, somewhat contradictory to postmodernism. As she says, "post¬
modernism is stimulating and fascinating; and at the same time it is always on the
brink of collapsing into confusion" (p. 14). She also acknowledges that "post¬
modernists of one persuasion or another would take issue with some points in all these
views" (p. 14) as she presents them. In order to look at the theory in conjunction
with pedagogy, and in a way that is constructive, I have, nonetheless, found
Rosenau's attempts at "clarity" to be useful.
According to Rosenau (1992), postmodernism "generally may be seen as a
reaction to social science's tendency to pattern work after empirical science" (p. 14).
Postmodernism denounces modernist principles (born of Enlightenment influence) of
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progress and universal humanitarian goals that are achieved through the great (western
male) arts and humanities, science, and technology. As Rosenau points out,
postmodernism's reaction to these notions "signals more than another novel academic
paradigm" (p. 4):
A radically new and different cultural movement is coalescing in a
broad-gauged re-conceptualization of how we experience and explain
the world around us. In its most extreme formulations, post-modernism
is revolutionary; it goes to the very core of what constitutes social
science and radically dismisses it. In its more moderate proclamations,
post-modernism encourages substantive re-definition and innovation, (p.
4)
Rosenau identifies two general postmodern approaches, "skeptical" and
"affirmative" (p. 15). The skeptical postmodernists,
argue that the destructive character of modernity makes the post-modern
age one of "radical, unsurpassable uncertainty," characterized by all that
is grim, cruel, alienating, hopeless, tired, and ambiguous. In this
period no social or political "project" is worthy of commitment, (p. 15)
The affirmative postmodernists agree with this critique of modernism but are more
optimistic and,
oriented toward process. They are either open to positive political
action (struggle or resistance) or content with the recognition of
visionary, celebratory personal non-dogmatic projects....Most
affirmatives seek a philosophical and ontological intellectual practice
that is nondogmatic, tentative, and nonideological. These post¬
modernists do not, however, shy away from affirming an ethic, making
normative choices, and striving to build issue-specific political
coalitions, (pp. 15-16)
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Since my interest in postmodernism lies within the "affirmative"1 perspective, the
following comments will reflect what Rosenau maps out as major tenets of affirmative
postmodernism only. I want to first cite Lather's (1991) warning, however,
concerning "academic fashion consciousness" (Wexler cited in Lather, p.7) with
respect to postmodern thought. The intention here is not to "substitute an alternative
master theory" because it is popular "but to point to the complexity of existing
discourses" (p. 6) and look at the implications for pedagogy.
What is most attractive to me about postmodern thought is its transient
elusiveness that is so much like knowledge derived out of aesthetic and creative
experience - and so unlike "instrumental reason." Lather (1991) draws on the
influence of French postmodern feminists to assert a "constantly moving subjectivity"
in terms of her own thoughts and writing (p. xix). The following overview,
accordingly, reflects not hard and fast rules but general trends of postmodern thought
(which change) that have currently influenced my own thinking.
3.3.1.1

'Death of the Author*
Postmodernism calls for a 'death of the author' in relation to text. No longer

is the author the authority on meaning or true readings of text. The text assumes an
autonomous freedom from the author and since truths and meaning are considered to
be multiple and particular, the "readers are given extraordinary power to define and
create textual meaning" themselves (Rosenau, 1992, p. 21). In addition, readers are

lrThere is overlap in my own orientation to 'affirmative' versus 'skeptical' postmodernism;
the two terms are used in this study to indicate general characteristics, not distinct categories.
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encouraged to 'deconstruct' the text and look for what it does not say instead of what
it is obviously promoting in order to get at the complexity and meanings in between,
beyond, and hidden behind surface assertions. This approach to knowledge and
meaning gives new power to the "reader" or any individual engaged with text. For
affirmative postmodems, by using the concept of "text” in a broader way (to include
almost anything - painting, movies, laws, beliefs, etc.), this new-found power on the
part of the 'reader' has strong implications for education. A postmodern approach to
classroom learning (as "text") would support the student-centered goals of feminist and
other liberatory and Freire-influenced educators who try to de-center the authority of
the teacher in order that students be acknowledged as active participants in creating
meaning within the classroom experience (Culley and Portuges, 1985; Freire, 1972;
Shor, 1989). In addition to encouraging students' voices and narratives, including
their experience and anecdotes, Kathleen Weiler (1988) urges her students "to be
really cynical about what they read” or "what's given to them in any context" (p. 114)
in order to deconstruct meanings (or manipulations), for themselves.
Lather (1991) advocates for generally "less fixed and determined ways of
looking” that in feminist teaching, for example, can allow for "a less puritanical
feminism with room for play, desire, and fantasy” [my emphasis] and "displace the
'legion of feminist thought police’” (p. 39). In Sandra Taylor’s (1989) article about
empowering teenage girls, she points out that the real concerns of these young women
are not taken seriously by teachers, particularly their interests in romance and romance
novels. Instead of attempting to raise their consciousness concerning sexist attitudes in
these books or in their dating practices, Taylor recommends focusing on the young
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women’s interest in these romance novels as ’’aspects of their popular culture” in
terms of how it "connects with their lives” (p. 445). She suggests that the students
write their own romance stories as a future project. In these ways, Taylor utilizes
"play, desire, and fantasy" by starting where the students are at, and embracing,
instead of discouraging, what gives them pleasure. Certainly some of the sexist
difficulties that these romance fantasies present will come out, but in a relevant,
playful, and undidactic way.
3.3.1.2 Decentering the Subject
Postmodernism subverts the notion of a ’subject’. The humanist conception of
'man' as the center of the universe, whose rational wisdom (alone) bring about
utopian goals, is flatly rejected. According to postmodernists, this view has greatly
contributed to western cultural imperialism and oppression. The affirmatives do not,
however, completely deny a subject. If this were the case, for example, the particular
experience of women would be given no "special status" (Rosenau, 1992, p. 52) for
identifying a feminist movement. In fact, a strong criticism of postmodernism points
to the fact that abolishing the subject is happening precisely at the moment in history
when women and other marginalized groups are "constituting themselves as
empowered subjects" (p. 52) and beginning to have voices. Postmodern feminists and
affirmatives, therefore, instead call for a new "returning subject." This new subject,
will be a decentered subject, an "emergent" subject, unrecognizable by the
modernists, empiricists, and positivists. S/he will be a post-modern subject
with a new nonidentity, focused not on the 'Great Men' of history, but rather,
on daily life at the margins....[this] subject struggles for autonomy and seeks
to construct a new identity by appealing to life, personal freedom, and
creativity....at once, sexual, emotional, political and spiritual....in touch with
"impulse and process" but not at the center of anything, as Julia Kristeva puts
it, "a work in progress" (p. 58-59).
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Lather (1991) refers to feminism as "the quantum physics of post-modernism"
(p. 27), borrowing the metaphor from Kroker and Cook to highlight feminism’s
political contribution to postmodern thought and according resistance to ’death of the
subject' discourses:
Just as quantum physics opened up another world beyond 'newtonian
linearity, subject-object duality and universal covering laws', feminism
has likewise displaced the original notions of postmodernism into a
political discourse by utilizing uncertainty, contradiction, and
multiplicity to the purpose of, still, creating action and solidarity, (p.
27)
In education, women are claiming themselves as women teachers, capable in the
multiple roles of intellectual and nurturer that have been traditionally separated
(Culley, 1985; Friedman, 1985; Hoffman, 1985). In reference to Simone de
Beauvoir, Margo Culley writes:
We can now benefit perhaps more than ever before from her efforts to
encompass and articulate her experience as a woman, an intellectual,
teacher, without avoiding painful, sometimes irreconcilable
contradictions. Her transformative vision dedicated to demystification
acknowledges ambivalence, paradox, even despair as she moves back
and forth between the contradictory aspects of herself, teaching us the
appropriate dynamism of the physic divisions between the double quests
for autonomy and intimacy so familiar to women, (p. 19)
Embracing all of our contradictory selves as thinking, feeling and spiritual subjects,
women teachers have a special opportunity to role-model as "new subjects" conveying
the message that "it's OK to be human" (teacher, cited by Weiler, 1988, p. 113). In
doing so, standard notions of "woman" or "feminist" are challenged. For example,
Weiler writes about a teacher who is married with babies and also identifies as a
radical feminist (p. 116). In her work with Black working-class women, Michelle
Russell (1985) starts her classes with discussions concerning what her students went
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through just to get there that day including things like getting the kids dressed (p.
155). Feminist teachers can incorporate a focus on the "centrality of ’feelings'"
(Morgen, 1983, p. 204), personal experience (Hoffman, 1985, p. 150), creativity and
aesthetics (Greene, 1984), and spirituality (Starhawk, 1987); and, at the same time
"insist on critical thinking" (Rich, 1985, p. 27).
Adrienne Rich (1985) reminds us that "the mind always resides in a body" (p.
28). Feminist teachers as new subjects bringing legitimacy and attention to feelings,
the body, and daily life can help students to find their own voices and encourage open
communication. In both critical theory and liberatory education, barriers to unfettered
dialogue have not been adequately considered. Jurgen Habermas envisions an "ideal
speech situation" (Held, 1980, p. 256) where people can come together for
"communicative interaction and intersubjectivity" (p. 303). He admits that this
concept is only an ideal, but even as such, it presupposes certain adequacies that belie
his inattention to the differences and feelings among individuals in any group.
Writing from a non-western perspective, Narayan (1989) critiques Habermas's
assumed "symmetrical distribution of chances for all of its participants to choose and
apply speech acts" (p. 261) and she questions his notion of "rational consensus" as the
mode by which decisions in these 'ideal' situations will be reached. For example, she
asks, what about "sympathy and solidarity" (p. 262) as bases for decisions? For some
time, Paulo Freire and the field of critical pedagogy in general seemed also to ignore
students' differences in ability to engage in dialogue. In addition, the viability of
dialogue as the ideal mode of communication, for everyone, had not been questioned.
This has been challenged. Henry Giroux (1989) now has written of the "tyranny of
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discourse...talk embodied as a logic disembodied from the body” (p. 16) as the
’’ideal" form of communication. He points to the empowering forms of
communication presented in popular culture like "punk dancing and neighborhood
sports" that are "less distancing and more social in nature than that found in the
cultural forms of dominant culture" and they refuse "the dominant practice of
distancing the body from reflection" (p. 12). Alternative forms of expression can be
used by educators to deal with differences in ability to "apply speech acts,"
particularly those with which students are already engaged - and give them pleasure as starting points for curriculum.

In regard to developing an emancipatory

pedagogy, Lather (1991) writes that what's important now is not "working through
more effective transmission strategies" and content but to "analyze the discourses
*

available to us" (p. 143). I think she is somewhat mistaken here. I agree that the
focus should be taken away from content but the specific ways in which classrooms
are conducted, the "transmission strategies," are critical. I realize that Lather is
emphasizing, above all, an awareness of what we do and from what position we do it,
and to insist on foregrounding the "relation between knower and known, teacher and
taught, from an embodied perspective" (p. 143). However, I think it is just as critical
to continue looking at better ways of facilitating those relations, beyond dialogue,
using bodily involved kinds of interactions. Helen Keyssar (1985), for example, uses
theater games to examine the typical "conventions of male and female movement" (p.
110). To raise gender awareness, she asks female and male students to 'play' each
other.
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At

From my own experiences, I have found embodied learning (active, expressive
doing) to be most effective in 'speaking' my own voice. Dancers often say, "the
body doesn't lie." In movement therapy, for example,
a basic premise behind the use of dance or movement in diagnosis is
that, when there is an apparent conflict between a patient's speech and
body movement, the movement is a more reliable indicator of the
person’s condition. (Coughlin, 1990, p. A9)
Dancers and other individuals in touch with what they might call 'body-knowing' or
'body-wisdom' view physical movement and attention to what is felt in the body as
the most authentic expressions of who we are (Bursztyn, 1989; Steinman, 1986).
Providing opportunities for students to express themselves on impulse, without
planning and analyzing, but from the gut, can perhaps cut through some of the power
relations that inhibit and interrupt communication.
In developing experimental theaterwork, directors use physical exercises and
warm-ups to get at what is really going on with the performers through the
associations that are then made on impulse. Richard Schechner (1973) writes,
"associative exercises are a way of surrendering the body. They give experiences
counter to the view that the mind and body are separate entities...one can't force
associations any more than one can force night dreams" (p. 137). Richard Bernstein
(1983) draws on Gadamer's discussion of the "to and fro" (p. 121) of child's play in
which the experience itself carries one along, without planning or controlling, to
illustrate a metaphor for an ideal dialogue situation. Activities that tap into associative
and impulsive expression can help to balance the circumstance of students’ unequal
"chances" to "apply speech acts."
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Peter McLaren (1988) looks to research in "ritual studies" to inform classroom
teachers in this kind of impulsive expression. He describes an ideal situation as the
following:
When students responded with a sense of immediacy or purpose, either
verbally or gesturally, to the teacher's performance - when, for
instance, they became the primary actors within the ritual of instruction
- then they engaged in an authentic pedagogical rite: the surroundings
were sanctified, and the students became cocelebrants in the learning
process which was characterized by intense involvement and
participation, (p. 165)
To achieve such "immediacy" and "intense involvement," McLaren entreats educators
to attend to "the body" in creating what he calls "ritual knowledge...that aspect of
learning which emphasizes affective investment or bodily knowing as distinct from
ideational or semantic competency" (p. 168). Attention to the body, to the daily
particulars of people's lives, and to their feelings, promotes a "new-subject" kind of
teaching emphasis. Bell hooks (1994) advocates what she calls an "engaged
pedagogy" (p. 15) involving healing, love, and spirituality.
3.3.1.3 Deconstructing Humanist Views of Time. Space, and History
Postmodernists question linear conceptions of time or history viewed as
progress or even as a "record of evolutionary progress of human ideas" (Rosenau,
1992, p. 63). Affirmatives, therefore, focus on local and decentered 'micronarratives' instead of grand metatheories of progress. In addition, they dispute the
"superiority of the present over the past" and rekindle new interest in "all that
modernity has set aside, including emotions, feelings, intuition, reflection,
speculation, personal experience, custom, violence, metaphysics, tradition, cosmology,
magic, myth, religious sentiment, and mystical experience" (p. 6). Affirmatives also
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point out that space and time can be manipulated by institutions to hide power while
effectively restraining and controlling the people they

supposedly serve”' (Foucault,

cited in Rosenau, 1992, p. 70).
The politics of space and time, (often underscored by Michel Foucault, e.g.,
1984) is rarely more obvious and oppressive than in schools. Kathleen Weiler (1988)
notes:
The rigid structure of the school day, with 45-minute classes, the
physical structure of the classroom itself, with its blackboard at the
front of the room and the teacher's large desk, the bureaucratic
paperwork of grades given four times a year. (p. 128).
As these structures serve to control, feminists and others interested in emancipatory
pedagogy have continually sought ways to break out of these space and time
constraints to the extent possible or to teach outside of institutions. For example,
Barbara Hammer (1983), a film teacher, writes about classes she offers in her home.
The sessions begin with students sitting on her floor as she guides them through a
meditation "to get at images and ideas on impulse” (p. 221). These kinds of activities
are not, of course, new. But my point is to show how these shifts away from the
traditional structure create space for the "ritual knowledge" Peter McLaren proposes.
McLaren (1988) sees classroom culture, not as "some pristine unity or
disembodied homogeneous entity" but rather as "discontinuous, murky, and
provocative...rituals" (p. 164). By reframing the classroom space in this way,
teachers are more apt to be open to new "ritual gestures." McLaren suggests an ideal
teacher model, the "teacher-as-liminal-servant" (p. 164), who consciously approaches
teaching as a social construction of rituals:
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The liminal servant realizes that school knowledge does not provide
students with a reflection of the world but creates a specific rendering
of the world which is only intelligible within particular ideological
configurations, social formations, or systems of mediation, (p. 170)
S/he attempts to ’’reveal how subjectivity gets constructed and legitimated through
dominant pedagogical discourses” and therefore tries to "fashion a language of
possibility and hope that points to new forms of social and material relations" (p.
171). To this end, and with the understanding that teaching is always "essentially an
improvised drama" (p. 174), the liminal servant recognizes the classroom space as a
site of ritual (bodily involved) performances - that can change.
An explanation of the concept of "liminality" is instructive here. In Dramas.
fields, and metaphors; Symbolic action in human society, anthropologist, Victor
Turner (1974) describes liminality as a ritual time and space that "occurs in the middle
phase which mark changes in an individual’s or a group's social status and/or cultural
or psychological state in many societies past and present" (p. 273). It is an inbetween-time, when the old is over but the new has not yet begun. Values, customs
and symbols no longer carry their earlier meaning. It is a no place state that Timothy
Thompson (1991) likens to the incubation period in creative process when everything
is uncertain and ambiguous. This 'space' allows for the brewing of something new,
although the creation has not yet emerged (p. 47). This leaving of the old, but not yet
new, uncertain space, is the ritual space that teachers-as-liminal-servants are urged to
create in their classrooms. Some of the control and false certainty of institutional time
and space structures is undermined in order to foster newly created rituals - including
rituals of resistance - that can involve students fully, bodily, and impulsively in the
struggle for meaning in classroom culture.
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In his research with working-class high school students, McLaren (1985) looks
at certain rituals of resistance in the classroom as efforts, on the part of students, to
bring their own street-culture into the classroom space:
Student resistance was a resolve not to be dissimulated in the face of
internalized oppression. It was a battle against the erasure of their
streetcomer 'style', and an attempt to reclaim the autonomous rhythms
and gestures of the street and playground...Streetcomer knowledge
partook of a generic religiosity and involved a visceral knowing that
was related to bodily knowledge...This knowledge was qualitatively
distinct from classroom knowledge which was the clinical appropriation
of (often uncontested) facts and empirical information, (p. 89).
The ritual re-appropriation of space as an act of resistance is a common historical
event. For example, John Brown-Childs (1984) points out that in times of slavery in
the South, the simple act of maintaining their own specialized style and ritual of
cooking and eating, provided African-Americans with "a basis for a spiritually
liberated space within which the opposition dead-weight of the white world could be
obliterated’’ (p. 82). So too, the celebratory singing, dancing, "yelling and hooting"
of gospel worship represented a form of ritual resistance to the "reverence and
stillness" (Maultsby, 1990, p. 3) of the Christian church space.
Linking ritual with empowerment, Starhawk (1987) writes,
The pain within us is a mirror of the power structures outside us, yet
because that is so our task is simpler. For what can challenge the
visible oppressors outside us can also challenge the invisible oppressors
within us. We are creatures of situations; we must create situations in
which we can be healed, (p. 97)
Creating rituals can subvert dominant structures by resisting the time and space
constructs, and thereby begin to psychically disengage us from them.
Rituals also provide an opportunity to exteriorize an inner state. Richard
Schechner (1973) bases his work in "environmental theater" on this concept. He
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draws on early examples of public ritual in Egyptian ceremonial spectacles that created
"a special place that existed in a special time” (p. 21). His theater exercises and
performances are an effort to create a special place and time that reflects an inner state
of the participants. In many pre-industrial societies, public rituals, such as 'Carnival'
performed the same purpose. In Le Roy Ladurie's (1980) historical account of the
town of Romans in the 16th century, he describes the symbolic spectacles of the
town's Carnival celebration when for example, in masquerade form, the mouse eats
the cat. Within the context of a special place and time, the desires of the participants
can be ritually realized:
The masquerade is a striking expression of the breaking away from
ordinary or profane time, the entrance into fictive or sacred time. Rites
of role reversal signal that the transition period has begun, [and]
indicate that the human group serving as the societal base for the
festivities is momentarily turned upside down. (p. 306)
Ritual is an opportunity for transformation (Starhawk, 1987, p. 100). By turning
upside down the space and time givens, it exposes the contradictions and alternative
possibilities in any situation.
Sometimes an individual can interrupt the space/time structures and embody
this ritual transformative quality. McLaren (1985) identifies the class "clown” (p. 84)
as a dimension of ritual resistance, for example. In other historical periods, the figure
of the fool similarly embodies these paradoxes and contradictions (Welsford, 1935).
Through comedy and bufoonery, the fool can speak the unspeakable truths that would
not otherwise be allowable. These characters represent the contradictions, in bodily
form, of their time. In doing so, they provide a form of resistance to the dominant
institutional structures although they usually do not only represent the oppositional
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voice. These characters do not (generally) convey any one narrative, and often
encompass many. In doing so, the fool represents within him/herself a paradoxical
space of multiple realities that interrupts and challenges the universality of existing
norms, cutting through the false clarity of these constructs and exposing them as such,
simply social constructs.
A ’postmodernism of resistance’ form of teaching, then, would (as much as
possible) allow for these kinds of ritual resistances by continually offering alternative
experiences that challenge the space and time norms of the institution and allow for
ritualized struggle in creating meaning. The class clown, for example, plays a
significant role and his/her 'space' should be somehow assimilated.
It is important to mention that McLaren's discussion does not deal with gender.
The class clown is more often male, for example, and this character is rarely a space
for female resistance. Resistance in the classroom can be more problematic for many
women teachers because their authority (as women) is more often challenged
(Friedman, 1985)). Providing a "ritual space" for resistance (that is constructive),
against both the teacher’s own 'narratives' and the patriarchal structures of the
institution, can be a formidable challenge for feminist educators.
Beyond the ritual dimensions, challenges to linear conceptions of time,
progress, and history, in education have come in the form of renewed interest in
traditional cultures, attention to daily life particulars in 'people' and 'women's history
(as opposed to study of 'great men') and other changes in focus (e.g., Chilcoat, 1986;
Grosholz, 1988). Perhaps the most striking disruption to space/time perceptions has
come from the information explosion of trans-global electronic media:
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The electronic means of communication explode the space-time limits of
messages....[and] "reality" is constituted in the "unreal" dimension of
the media. (Poster cited in Lather, 1991, p.21)
Traditional notions of time, space and reality are continually redefined through the
media. According to Poster, the information explosion that has brought about these
shifts is "the ground of post-modernism" and has provided the basis for an awareness
of "interactive complexity, shifting-centered, and multi-sited constructedness of our
selves and our worlds" (p.21). He insists that this complexity must be "tak[en] into
account...[by] those committed to the project of emancipation" (p. 21).
The significance of multi-centered perspectives for feminist education has been
discussed in the previous section. It is also addressed in the next section, however,
the point I want to make here concerns the relationship of feminist pedagogy to
popular culture media. To shun these forms of communication and entertainment (as
the evil dominant hegemony) is, first of all, a ’top-down’ master-narrative form of
teaching, and, it also ignores the liberatory potential of these cultural constructs.
Henry Giroux and Roger Simon (1989) see popular culture as always a possible site of
both "struggle and accommodation" (p. 11). More importantly, electronic forms of
communication and popular culture are the postmodern condition, and provide students
with pleasure. Lather (1991) cites Foucault’s warning "’of the violence of a position
that sides against those who are happy in their ignorance'" and she suggests that we
reduce this violence by "focusing less on disturbing cultural self-satisfaction" and
more on the "frustrations" (p. 141) that already penetrate. These too are brought out
through popular media and culture.
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3.3.1.4 Challenging ^Meto-narratives"
Affirmative postmodernists approach truth claims with "humility” and
"tolerance" advocating for local, specific, and personal truths instead of 'metanarratives' and universal "all-encompassing world-views" (Rosenau, 1992, p. 6).
These views encourage a respect for paradox and stress the liberating aspects of
multiple truth approaches. Rosenau cites Derrida's observation that since
totalitarianism "depends so completely on its own version of truth," postmodernism"
undercuts it by negating the possibility of truth" (p. 90).
The preceding discussions have demonstrated the value of resisting 'metanarratives’ and embracing multiple realities in teaching, as for example, in honoring
the meaning inscribed in teenage young women's "romance" realities, despite the
sexist contradictions. The following are a few more examples here of how multiple
truth views become necessary in feminist pedagogy:
In her article, "Combatting the marginalization of Black women in the
classroom," Elizabeth Spelman (1985) talks about the problem of the "silencing" of
subordinate groups in her classroom:
Sometimes it's resistance...sometimes it's fear....the problem is that
when it happens, it leaves the position of the dominant group in the
classroom - in this case, the white women - unexamined and
unchallenged. Such silence serves the political status quo. (p. 242)
In Kathleen Weiler's (1988) research with women public school teachers, she finds
that teachers are very often met with serious conflicts in terms of their own agendas as
feminists. For example,
in strongly ethnic families, either second generation families with strong
ethnic identities or immigrants, the accepted roles of men and women
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are often in opposition to the feminist beliefs of feminist teachers, (p.
119)
These teachers are therefore challenged to find ways of respectfully putting forward
their own views as feminists and at the same time, not opposing or condemning the
beliefs of the students and their families. In both cases, the teacher is confronted with
the problem of giving voice to contradictory realities. In such instances, creative
forms of expression can be utilized to provide a non-threatening forum for divergent
opinions. Narayan (1989) has observed, for example, that,
'non-analytic' and 'non-rational' forms of discourses, like fiction or
poetry, may be better able than other forms to convey the complex life
experiences of one group to members of another, (p. 264)
In addition to the multiple realities encountered in classrooms, postmodern
feminists emphasize the many lenses through which we can view a situation. In
Lather’s (1991) article, "Staying dumb? Student resistance to a liberatory curriculum,"
she attempts to bridge "the gulf between the totality of possible statements and the
finitude of what is actually written and spoken" (p. 123) by writing up her research on
student resistance as four different "stories" about the same data: The "realist tale"
assumes "a found world, an empirical world knowable through adequate method and
theory" (p. 128); the "critical tale" assumes "underlying determining structures for
how power shapes the social world....posited as largely invisible to common sense
ways of making meaning but visible to those who probe below hegemonic meaning"
(p. 128-129); the "deconstructivist tale" attempts to "foreground the unsaid in our
saying" in order to disclose the constructed meanings (p. 129); and, the "reflexive
tale" which brings "the teller of the tale back into the narrative, embodied, desiring,
invested in a variety of often contradictory privileges and struggles" (p. 129).
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In this way, Lather demonstrates the possible "multi-voicedness" of any text
(p. 124) and her discussion includes a deconstruction of perspective in each of the
stories* For example, in the "critical tale," Lather shows how one student in her
women’s studies course writes of sudden awareness, anger, and shame when viewing
sexist advertisements on television. This happened after the student saw the film,
"Killing Us Softly" in class that week (p. 136). According to Lather, this kind of
’raised' consciousness is the "critical pedagogue’s dream-come-true" (p. 136) but she
urges a further deconstructive reading. Lather questions the student’s unconscious
teacher pleasing motives, and, the student's lack of acknowledged pleasure in looking
at the advertisements:
There is...a suspiciously blanket rejection of popular forms here....she
[the student] says a lot of ideologically correct things, with no
foregrounding of the advertisements themselves as either contradictory
or eliciting contradictory responses from her, pleasure as well as
outrage, (p. 139)
In the "reflexive tale" Lather attempts to deal with this problem:
Our pedagogic responsibility then becomes to nurture a space where
students can come to see ambivalence and differences not as obstacles,
but as the very richness of meaning-making and the hope of whatever
justice we might work toward, (p. 145)
One format Lather chooses for this project is a "playlet" (p. 146) wherein students
perform their ideas in a "narrative" rather than in "argumentative rationality" (p. 150)
where "the latter creates winners and losers while the former works to 'illustrate
rather than claim"’ (Van Maanen, cited in Lather, p. 150). Creative performance
provides a way of dealing with multiple truths and avoiding us-against-them
positioning.
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33. L5 Challenging Representation
Modernist assumptions concerning representation assume that "words, images,
meanings, and symbols” have some degree of fixed meaning in that "everybody
understands them more or less the same way" (Rosenau, 1992, p. 96).
Postmodernists dispute these assumptions and point to ways in which words and
images have been used to distort and manipulate. If all meanings are particular and
truths are multiple, one cannot accurately and consistently represent another’s words
or meaning. The notion of a representational democracy, therefore, poses a difficult
problem for affirmative postmodernists. Some advocate for Habermas' notions of
public participation in 'inter-subjective exchange' wherein people speak for
themselves. Such a sphere in the 1990's, however, becomes increasingly difficult.
And, even when this is possible, as in the classroom for example, providing a "public
space" for exchange does not ensure "symmetrical" chances for "speech acts" as Uma
Narayan and others have pointed out. Some postmodernists reject inquiry and instead
look to storytelling and other mini-narratives (Rosenau, 1992, p. 107).
In her book. Justice and the politics of difference. Iris Young (1990) critiques
the ideal of a reasoned impartial view when dealing with differing interest groups and
issues of social justice. According to Young, the ideal of impartiality "serves
ideological functions...and masks ways in which the particular perspective of dominant
groups claim universality and help justify hierarchical decision-making structures" (p.
97). She also seeks to shift the focus of interest politics from "distributive patterns"
[i.e., who gets what in terms of jobs and wealth] to procedural issues of participation
in deliberation and decision-making" (p. 34). She acknowledges, however, that the
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"modem ideal of a civic public is inadequate. The traditional public realm of
universal citizenship has operated to exclude persons associated with the body and
feeling - especially women, Blacks, American Indians, and Jews" (p. 97). She
therefore advocates decision-making processes that include direct encounter with the
"passion," "ritual," "poetic discourse," and "emotional expression," of others (p.
117).
In education, creative forms of expression can produce this encounter and help
to facilitate more "symmetrical" chances for voice.
3.3.2 Postmodern Theory and the Role of the Imagination in Social Change
Bringing together the language of artists with postmodern theorists poses
difficulties. Artists often talk about an 'authentic self and 'inner reality' that become
manifest in the creation. This clashes rather dramatically with the postmodern denial
of a "transcendental self." The conflict is rooted in postmodern "denial of a subject"
debates which many feminists have rejected as an irrelevant 'narrative'. However, a
'new subject’ feminism can include the honoring of imagination and creativity derived
of an inner self - but this inner self is of a more humbled variety, that of a particular
individual in a particular context, and not to be understood as a universal self.
Whatever the self is acknowledged to be, the value of intuition and other non-rational
forms of knowledge brought forth in creative endeavor are acknowledged by both
artists and affirmative postmodernists, wherever that intuition derives and no matter
how 'constructed' that self is thought to be.
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In Richard Kearney's (1988) book, The wake of imagination: Toward a
postmodern culture, he cites Foucault's call to "'renounce the will-to-knowledge' and
be prepared instead to 'revere a certain practice of stupidity’" (p. 271):
Foucault celebrates those visionary 'fools' and insane 'artists' who
reveal that other order of the unconscious which the modem age of
humanism has sought to confine within the order of the same (i.e., the
familiar system of knowledge). It is the madness of art which, he
suggests, may finally deliver us from the modern tyranny of man. (p.,
271).
In the nature of creativity and art lies an effective resistance against modernist notions
of certainty, 'true' representation, universal maxims, progress and systematic logic,
and general scientistic forms of knowing. Most elements of creative process, like
tolerating ambiguity and letting go of controlled outcomes, are not compatible with
these humanist views. Kearney therefore looks to the creative imagination as "a
fitting response" (p. 363) to the nihilistic dangers of the postmodern condition. But
he stresses that we must "radically reinterpret the role of the imagination as a
relationship between the self and the other" (p. 363).
If the self is a socially created construct, then the image s/he creates is a
construct of a construct - an image of an image - which, according to Kearney,
therefore falls into an endless "parodic play of empty imitation," mirrors of mirrors
(p. 361). However, the "ethical demands" (p. 361) one is presented with in
confrontation with the 'other',
breaks through the horizontal surface of mirror-images and, outfacing
the void, reintroduces a dimension of depth. The face of the other
resists assimilation to the dehumanising processes of commodity
fetishism. Contesting the cult of imitation without origin, it presents us
with an image which does indeed relate to something: the ethical
existence of the other as an other - the inalienable right to be
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recognized as a particular person whose very otherness refuses to be
reduced to a mimicry of sameness, (p. 361)
And so, an ethical imagination seeks to imagine a situation "otherwise” (p. 364) in
ethical response to the other. According to Kearney, this is the liberatory power of
the imagination and creativity - to imagine a world otherwise and to seek alternatives
out of a caring relationship to others. But, he warns, in contrast to a humanist view,
this imagination, "no matter how ethical, needs to play...to ensure it is ethical in a
liberating way, in a way which animates and enlarges our response to the other rather
than cloistering us off in a dour moralism of resentment and recrimination" (p. 366).
As in the character of the fool and the clown, who represent a "both/and" as opposed
to "either/or" logic, a creative imagination that is playful, able to laugh at itself "when
the controlling censorious ego is off-guard" and "having the humility to go on playing
even when its consciously intended meaning is humiliated" (p. 368) subverts the
humanist master narratives. For Kearney, an ethical imagination is a "poetical
imagination" (p. 368):
A creative letting go of the drive for possession, of the calculus of
means and ends. It allows the rose - in the words of the mystic Silesius
- to exist without why. Poetics is the carnival of possibilities where
everything is permitted, nothing censored. It is the willingness to
imagine oneself in the other person's skin, to see things as if one were,
momentarily at least, another, (p. 368)
And so, playful, creative imagination - with an ethical focus on others - is a
postmodern program for change.
3.4 Theater for Change: Augusto Boal and Theater of the Oppressed
One example of education for change that incorporates creativity and
imagination is found in Augusto Boal's theater for change - what he calls, "theater of
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the oppressed” (Boal, 1979). Boal's work includes a series of theater techniques and
exercises developed to promote both social and individual transformation.

Boal's

work began in his native country, Brazil, working with very poor and uneducated
peasants within a political climate of extremely repressive autocratic leadership. His
theater work was so successful in empowering the people to resist the conditions that
Boal was imprisoned and exiled for it. Since that time he has become internationally
recognized and teaches theater for change workshops all over the world.
In Boal's most basic technique, called "Forum Theater,” scenes are improvised
about the participants' daily lives; individuals from the "audience" then move into the
scene on impulse. They do this when they think they have a good idea about how a
specific character’s actions and behavior could improve in order to change the
situation favorably. These individuals then replace that character and try out the scene
again. In this way, the improvisations become "rehearsals for action" as Boal would
say, and all the participants become what he calls "spectators." Many perspectives
are demonstrated. There is no single right or wrong course of action although
solutions are evaluated. Everyone participates in both spectator and actor roles and all
have the opportunity to literally rehearse (instead of talking about) change in their
lives.
According to Boal (1990), these "rehearsals for action" are guided by "two
fundamental principles: 1) to help the spectator become a protagonist of the dramatic
action so that s/he can 2) apply those actions s/he has practiced in the theater to real
life" (p. 36). He bases his work on three "hypotheses" (p. 36):
1) Osmosis - All the moral and political values of a given society along with
its structures of power and domination, as well as its corresponding
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mechanisms of oppression, are contained in the smallest cells of the social
organization (the couple, the family, the neighborhood, the school, the office,
the factory, etc.) and in the smallest events of social life (an accident at the
end of a street, (p. 36)....Every oppressed is a submissive subversive. Our
goal is to render the subversion more dynamic while making the submission
disappear, (p. 38)
2) Metaxis - Transforming oppressions that exist in the real world into an
aesthetic world...When the oppressed-artist creates the images of her
oppressive reality, she belongs to both the real and aesthetic world in an active
rather than vicarious way....In this instance, we have the metaxis phenomena:
the total and simultaneous adherence to two different and autonomous worlds,
(p. 38)
3) The Analogical Induction - Analogous scenes and images together can
create...a model detached from the particular circumstances of each individual
case...such a model will contain the general mechanisms through which
oppression is produced. This revelation of the general mechanism of
oppression will enable us to study the different possibilities for breaking the
oppression sympathetically (p. 41)....We do not interpret anything. We simply
offer multiple points of view. The oppressed must be helped so that she can
reflect upon her own actions...regarding possible alternatives, (p. 42)
Deconstructing the Boal Process
In keeping with postmodern and feminists' emphasis on keeping pedagogy in
process, several writer/theater artist/educators have engaged in deconstructive analysis
of Boal's work:
Although deeply influenced and rooted in "theater of the oppressed" (TOT)
work, Berenice Fisher (1994) critiques Boal's techniques in a number of areas. For
example, she points out that Boal's "strong emphasis in action...de-emphasizes
reflection" (p. 186). Although she recognizes the value of intuitive, spontaneous
responses that are acted out in Forum Theater, she reminds us that there is also a need
to distance from experience in order to process and reflect. "Making good political
sense out of spontaneous responses requires political experience and political
discussion" (p. 196). Ironically, although she had long been a proponent of intuitive,
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feeling approaches to teaching, and strongly agreed with feminist critiques of solely
rational approaches to education, her work with TOT led her to focus more on critical
thinking and talking.
Julie Salverson (1994) offers similar critiques and refers to the tendency of
artists to be reluctant to ’’’’engage the left brain, to grapple with structures" (p. 157).
The work is, therefore, often "profound on a gut level but minimal analytically" (p.
157). She advocates a combination of techniques that include things like TOT and
"Naming the Moment" (p. 159) exercises as developed by Deborah Bamdt which
require an analysis of the structural causes of oppression:
As activists/artists we must access the visceral and cognitive information that
play provides in order to uncover and claim identity...to do this we need to
stay in the moment long enough to see, hear, and feel it. (p. 169)
Mady Schutzman (1990), a theater artist and educator who is also strongly
rooted in TOT practices has similar critiques of Boal's work in terms of systemic
analysis and change. As she states, the "rehearsals for revolution [Boal's term]
become "rehearsals for healing" (p. 78) as the work effectively addresses problems,
most immediately, at an individual level alone. In addition, she questions Boat's
celebration of contradiction and multiple realities. "The postmodern aesthetic of
fragmented narratives, deconstructed subjects, and ambiguity of meaning, has been
aligned with 'cultural resistance"’ (p. 78) but she points to the problems this kind of
'death of the subject’ perspective presents in terms of marginalized people who are
just beginning to name themselves as subjects. Also, "when Boal's techniques particularly the more reductive/symbolic exercises of image theatre - are placed
within these constructed frameworks, they read as dogmatic and simple. Similarly,
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the political certitude that Boals's techniques thrive on is often lacking in participants
who work in an artistic climate that celebrates rootlessness and indeterminacy” (p.
79).
3.5 Teen Empowerment
3.5.1 Teen Leadership
Much of the teen empowerment literature is focused on developing teen
leadership and ownership within programs. "Teen Empowerment, Inc." (1992) for
example, maintains that "adolescents are eager to gain control over their lives and
their environment...yet many teens are kept in passive roles at school, at home, and in
whatever jobs they can find." According to Teen Empowerment, Inc., "what is not
understood is that teens have the potential to solve problems - and, in fact, that only
youth can solve the problem of their own behavior." Teen Empowerment, Inc.
therefore has developed a model that "engages large numbers of adolescents, including
high risk youth, in dynamic community work" involving lots of teen leadership.
This and other programs as well as a substantial amount of literature (Blancero,
1991; Garfat, 1989; Jones, 1990; Langstaff, 1991; Schine, 1989; Schlosser, 1991;
Wallerstein, 1988; Youth Empowerment, 1982) call for on-going development of
leadership in youth programming, substance abuse prevention, and health education
programs. This approach differs from programs that concentrate on services that are
developed by adults for teens.
The "teen empowerment" literature, is still, however, focused on finding ways
(albeit from the youth themselves) to deal with teen behavioral problems. Problems
with the culture that contributes to these difficulties are sometimes mentioned and
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acknowledged, but are not, generally a focus.

There are exceptions and I would

guess (hope) this might be true more in practice than in the literature. Several
practitioners and researchers have facilitated and written about participatory action
research projects with adolescents that were designed to be bring about change through
the collective efforts of the youth themselves (Garfat, 1989; Rohottom, 1992;
Wallerstein, 1988). For example, Garfat and others promoted a project in which
youth developed a booklet documenting the opinions of other youth about their group
home. In addition to having positions of leadership, the youth were asked to critique
the program as a means of bringing about change.
The next section reviews literature devoted specifically to empowerment issues
among teenage ^girls** and addresses the damage of cultural programming experienced
by female adolescents in this culture.
3.5.2 Female Adolescents: Silenced Voices
In "What Do Girls See?," Kristen Golden (1994), former project manager for
the "Take Our Daughters to Work, cites the following from a recent Minnesota survey
of 36,000 girls and boys:
Adolescent girls 'appear to be under more stress than boys, and to deal with
the problems they face by turning them inward. ’ (p. 53)
Often, says Golden, although "girls are often spirited and determined to survive the
unique pressures of female adolescence, many emerge as adults with damaged selfconfidence and low expectations. We are losing girls quietly" (p. 53).
According to Golden, 'what girls see’ is "less opportunity in the workplace for
women than for men and greater responsibility in the home, the degradation of women
in the media, and absence of girls and women in school curricula, conflicting
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messages about female sexuality, the prevalence of racism and violence, and adults
enforcing gender roles” (p. 53). As Carol Gilligan and the Harvard University
Project on women and girls have documented, at a certain point during the adolescent
juncture, girls "tend to lose their self esteem” (Gilligan cited in Golden, p. 53). In
addition, girls are assaulted by a barrage of media messages about what young women
should look like, act like, dress like, and so forth. In this way, adolescent girls are
confronted with particular difficulties regarding voice and representation in this
culture. And, according to Golden, adolescent girls are "frustrated with how they are
silenced. They want a chance to tell their side without being reinterpreted by the
media or adults" (p. 58). She contends that girls need a safe place to "ask questions"
and "get answers" where they can be themselves (p. 61).
Over the last decade, Carol Gilligan and others have begun to look at issues of
voice specifically in regard to adolescent girls. In "Adolescent development
reconsidered," Gilligan (1988a) cites Gisela Konopka’s earlier research that revealed a
deep sense of alienation among "delinquent" girls that was accompanied by feelings of
"being unprotected, being incapable of making and finding friends, [and] being
surrounded by an anonymous and powerful adult world" (p. x). Gilligan's own
research reveals "very strong feelings" about "being excluded, left out, and
abandoned" among adolescent girls and women in general (p. xi). She suggests this
might in some way "reflect an awareness...of the disjunction between women's lives
and Western culture" (p. xi).
According to Gilligan (1988a), adolescent girls are confronted with a
developmental conflict that includes a desire for individual identity in addition to a
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moral perspective focused on loyalty, justice, understanding and caring for others.
This relational focus, or "care ethic" (p. xix], as she calls it, is sometimes at odds
with what had been assumed (from research primarily done on males) to be the
normal individuation and separation phase of healthy adolescence (Gilligan, 1988b, p.
145). Gilligan challenges these assumptions concerning adolescent development and
looks at the moral and cognitive development achieved by young women who risk
"resisting detachment" (Gilligan, 1988a, p. xxxi). For example, girls often have the
"ability to juggle two perspectives" which she cites as "a marker that indicates
cognitive growth" (p. xxvii). Within this capacity, "girls often talk about their
mothers in ways that look at both [their mothers' and their own] perspectives" (p.
xxvii). Gilligan sees this capacity as a perspective of moral growth as well:
The ability to put oneself in another's position...implies not only a capacity for
abstraction and generalization but also a conception of moral knowledge that in
the end always refers back to the self. Despite the transit to the place of the
other, the self oddly seems to stay constant. If the process of coming to know
others is imagined, instead as a joining of stories, it implies the possibility of
learning from others in ways that transform the self. (1988c, p. 6)
Drawing on observations made by teachers "that girls tend to be less outspoken
after puberty...[and] less willing to participate" and "especially to disagree," Gilligan
suggests that the "frame of the secondary school culture which becomes more and
more focused on critical thinking" is perhaps "not compatible with a care perspective"
(1988a, p. xxxvi). She believes this shift may contribute or even be a primary source
of teen women’s feelings of alienation. She also questions the detachment "embedded
in [traditional] research practices" as an appropriate "research relationship" with
adolescent girls.
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According to Gilligan, one challenge for teachers and others working with girls
is to provide opportunities for moral and cognitive growth, and opportunities for voice
that encourage connectedness and engagement with others. Issues of identity and selfknowledge are a part of this. Themes of inclusion and exclusion,
come to be addressed consciously in adolescence, in a line of development that
leads through changes in the experience and understanding of attachment.
Within this framework of interpretation, the central metaphor for identity
formation becomes dialogue...[and]the self is defined by gaining voice and
perspective and known in the experience of engagement with others. (1988c, p.
17)
This engagement requires a capacity for voice and listening. Gilligan (1988b) points
to girls' "extreme concern" about being heard:
When someone refuses to listen - signaling a failure to care - adolescent girls
speak of. themselves as coming up against a wall. (1988c, p. 17)
And, they often express "moral outrage and passion" about this (1988b, p. 150). For
adolescent young women, relationships "in which voice is silenced are not
relationships in any meaningful sense" (p. 148). According to Gilligan, instead of
detaching from conflict, girls' insistence on voice and engagement with others brings
"potential for transformation" (p. 154):
The willingness to trade off the certainty of exit for the uncertainty of
improvement via voice can spur the 'creativity-requiring course of action' from
which people would otherwise recoil. (Hirschman, cited in Gilligan, 1988b, p.
153)
In Reviving Ophelia. Mary Pipher (1994) draws on Gilligan’s research to help
understand her own experience as a psychologist working with teenage young women.
She too observes a "loss of resiliency and optimism" in adolescent girls and points to
the cultural and social pressures put on girls to "put aside [their] authentic selves" (p.
22). Pipher's work with teenage young women includes case after case of self-
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mutilating, suicide attempts, and stress and depression. As she puts it, this isn’t the
60's. Girls are "living in a whole new world and it is not a period of hopeful change"
(p. 233). (Gilligan says this too). They are "obsessed with complicated and intense
relationships" (p. 35) but often do not have the kind of support needed to deal with
these relationships. At a time when girls are "distancing from parents" they are also
most in need of support and the support they get from peers is often "not constant" (p.
23). As Pipher sees it, it may well take "a village to raise a child" but "most girls no
longer have a village" (p. 28).
The accompanying alienation and loss of self-esteem promotes what Pipher
calls the "imaginary audience syndrome" in which girls imagine they are always
"being watched" (p. 60). The psychic shift from a self-referenced identity to an
emphasis on external 'watching' or judgement seems to signal a profound loss of
authentic self during adolescence for many young women. Pipher advocates teaching
young women tools for "intelligent resistance" to media and other social messages that
threaten the 'authentic self of girls and females in this culture (p. 44). Citing
Gilligan, she says that "speaking in one's own voice" and "resistance means vigilance
in protecting one’s own spirit from the forces that would break it" (p. 265). Gilligan
and Pipher both speak of the necessity of teen women having an adult they can trust
and one who will listen. Kristen Golden (1994) also stresses the importance of
adolescent young women having an adult woman ally who will "tell the truth" (p. 61)
and help them to understand sexism.
Pipher also highlights the confused perspectives about reality experienced by
the adolescent psyche. Teenagers are not yet adults, but they are no longer children.

tJt

102

As she describes it, "adolescents are travelers....they don't really fit anywhere” (p.
52) and she mentions numerous experiences with young women who face very serious
adult problems and also still sleep with stuffed animals.
Pipher suggests that one way girls "stay true to themselves" (p. 72) during this
difficult journey is through a developed spirituality. As the adolescent period
encompasses a "search for meaning" (p. 71) and she recommends that girls engage in
writing, or 'centering' activities that are calming and encourage expression of the self
and the internal life. In fact, she sees the growing incidence of self-mutilation in teen
girls as partly an attempt to achieve this:
In the absence of better coping strategies, hurting the self becomes a way to
calm down. (p. 158)
It may also be a cry for public recognition. In any case, Pipher asserts that teenage
girls "need a more public space in our culture, not as sex objects but as interesting
and complicated human beings" (p. 289) in order that they resist the "cultural abuse"
(Carol Bly, cited in Pipher, p. 293) that threatens their loss of self.
In summary, these writers (and others, see also Flansburg, 1991) call for the
following forms of support and structure in order that teen young women succeed in
resisting cultural "abuse"; 1) support from adults (and specifically women) who will
listen, 2) guidance in developing resistance skills, 3) a safe space for teen women to
be themselves and ask about problems, 4) programs that support a relational "care
ethic" stressing engagement and communication, 5) space and activities for spiritual
development, and 6) a visible public space in the culture that adequately portrays the
complex realities of teen young women's lives.
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Female Adolescent Difference
Much of the literature concerning teenage young women appears to disregard
social differences. I have stated earlier that Gilligan has been criticized for presenting
a totalized view of women’s experience, particularly in terms of a universalized ’’care
ethic.”
In an article entitled, ’’They Get Right in Your Face: Are Girls Getting
Meaner?” Andrea Jones (1994) writes:
Popular culture...decided it's ”in" for girls to be rough. The hottest fashion
for girls is the thuggish look, prison blues...At school, girls who fight may get
suspended, but they also get plenty of respect and attention from their friends,
(p. 54)
This ”representation” of young women from the San Francisco Bay area is clearly
quite different than that of the depressed and victim-obsessed young women Gilligan
and Pipher characterize. It seems there is a tendency in much of the literature to
universalize and overlook race, class, and regional differences. There is, however,
some research and literature addressing these issues. For example, several studies
(Copeland and Hess, 1995; Housley, Martin, McCoy, Greenhouse, et. al.; 1987) have
looked at differences in self-esteem between black, white, urban and rural adolescents
and in economic differences within these categories. According to the study done by
Housely and others, young urban black women are reported to have higher self-esteem
than urban whites. Urban whites of higher income have higher self-esteem than those
of lower income families, and so forth.
3.5.3 Teen Empowerment and Creative Process
Creative endeavor as a source of healing with teens is mentioned, though not
extensively, in various areas of literature. In a special issue of the journal of Arts in
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Psychotherapy, a number of studies and programs are documented that utilize creative
expression with teens.
In ’’Contrasting creativity and alienation in adolescent experience’’ C. Jane
Estelle (1990) provides a theoretical analysis of the components of creativity and
alienation and she proposes a therapeutic relationship between them. According to
Estelle, alienation includes a sense of powerlessness, meaninglessness, cultural
estrangement and a deep sense of "discrepancy between desire and reality" (p. 109).
What is needed, says Estelle, is "something to bring the alienated individual out
of...[this] "cycle of disintegration [and into]...wholeness" (p. 112). She goes on to
propose that creativity, which "requires connectedness" and "synthesis" may be a key
means of overcoming the alienation that is so prevalent among teen youth (p. 112).
According to Estelle, what is most "fundamental" about creative process is that it
requires what she calls an "internal locus of evaluation" (p. 112).
In his article, "Creative arts and social skills training," Richard Walsh's (1990)
research demonstrates the importance of creative arts with adolescent groups in
strengthening "interpersonal competencies" (p. 131.). His study utilized student
leaders in a creative arts program with teens. The students' success in this project
also supported other clinical findings suggesting that "professional training in verbal
psychotherapy does not necessarily make a therapist more effective than a
paraprofessional" (p. 136). The student leaders, were in fact, more successful in this
arts program.
David Johnson (1990), editor of the special issue on creative arts therapies with
adolescents, talks about adolescence as a stage of extreme "emotionality and
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defensiveness” and he acknowledges their need ”to create a private inner space" (p.
97). He refers to the articles in the edition as explorations in utilizing creative process
for this purpose. For example, Karenlee Alexander's article on poetry and suicide
intervention presents the power of language metaphor in allowing expression of very
private and inner "extreme states of despair" (p. 97).
Renee Emunah (1990) cites Erikson's phrase, the "'storm of puberty'" to
characterize the emotional and physical "explosion" of adolescence that she believes is
accompanied by an inability to "express or communicate verbally" these changes and
feelings (p. 102). She maintains that it is partly this inability that forces teens to
"resort to acting out and destructive behaviors" (p. 102). According to Emunah, what
is needed is a means of expression that "matches the intensity of their experience" but
is "constructive and acceptable" (p. 103). She suggests that creative arts provide this
means of expressing "inner turmoil" and in addition provide a "sense of mastery over
emotion," what she calls "containment" wherein the "unconscious and irrational is
synthesized with a rational structuring and organization" (p. 103). In this way,
Emunah believes that "the process of creation" gives form to the inner feelings and
"thereby strengthens the adolescent ego" (p. 104). In addition, it provides a means
for "expansion," change and opening to future possibilities (p. 104).
3.5.3.1 Theater and Dramatic Expression
A number of programs involving theater and dramatic expression with teens
are documented in the literature. In a presentation to the Association for the
Advancement of Social Work, John Ramey (1993) emphasizes the importance of 'role
play' and 'simulations’ for teaching decision making skills and group empowerment
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with adolescents and as well as adults. In their article, ’’Under Pressure program:
Using live theater to investigate adolescents' attitudes and behavior related to drug and
alcohol abuse education and prevention,” L. Arthur Safer and Carol Gibb Harding
(1993) write about a study involving a 30 minute live musical performance using
"extensive post performance dialogue and role play to explore the pressures and
feelings of adolescents regarding substance abuse. Instead of 'just say no'campaigns,
the program tried to deal with root causes of teen substance abuse. In doing so, it
advocated "active participation instead of traditional 'teach and preach'." (p. 135)
Improvisations were not made up by the students, but were scripted in advance in a
way that allowed counselors to guide participants through the choices their characters
were making.
Results of the study showed that the process was effective in influencing teen
attitudes in regard to substance abuse (p. 145) and concluded that the process was
successful in doing what "teachers and counselors have been unsuccessful with involving students - with interest - in the topic of substance abuse" (p. 147). Other
groups have also documented the use of theater for prevention including, "Plays for
Living," "Small Change Theater," and the "Catalyst Theater" (p. 140).
There are numerous examples (Cossa, 1992; Hileman, 1985; MacKay, 1987;
Nelson, 1993; Walsh-Rowers, 1992) of documented theater programs directed at teen
problems. For example, Mario Cossa's "Acting Out" pilot project in drama therapy
with adolescents was designed to create an "empowering environment for youth” and
to build "self-esteem, communication skills" and an "alternative peer culture" (p. 53).
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3.5.3.2 Electronic Media
Some educators advocate the use of media and technology as a means of
educating teens about cultural differences and to encourage a more global perspective
(Schlosser, p. 1991). Others have written about the possibilities of using media to
bring together conflicting teen voices and to engage teens democratically in their
schools and communities. Jeffrey Schwartz (1990) created a writing project using
computers wherein adolescents from diverse communities regularly communicated
with one another. Criticos (1989) advocates the use of community video as a means
of fostering social action and democratic process within any group and he stresses the
importance of using technology as a means of promoting "direct experiential
engagement with media as ’actors and not just ’spectators'" (p. 38).
3.5.4 Teen Empowerment and Spirituality
Although there is mention of the importance of spirituality in the literature of
various helping professions; For example, in psychiatry (Bolen, 1991); psychology
and counseling (Brown, 1991; Ivey & Rigazio-DiGilio, 1992); social work, (Cowley,
1993; Sheridan, 1994; ?); health education (Goodloe & Arreola, 1992), and in
education (Palmer, 1993), and so forth. However, there appears to be little published
on the subject of teen empowerment and spirituality although a few studies address the
significance of spiritual experience for teenagers. (Faraco-Hadlock, 1990; 1992;
Everson, 1994; Flansburg, 1991). In "Adolescent depression and substance abuse,"
for example, Greta Faraco-Hadlock (1990) looks at the importance of spiritual
development in working with adolescent depression and substance abuse.
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In an article entitled, "The age of endarkenment: Listening to the psychic
cacophony of adolescence," Michael Ventura (1994) points out that the meaning of the
word "adolescent" alone in our culture signifies the layers of difficulty experienced by
teenagers:
To say someone is "adolescent," going through adolescence or worse, "being
adolescent" is to dismiss their feelings, minimize their troubles, and (if you’re
the parent) protect yourself from their uncompromising rage. The words
teenager and teen are worse. They reek of cuteness. But we all know that
being a "teen" doesn't feel cute. (p. 63)
Ventura looks to native and tribal cultures to hypothesize what might be missing in
our own:
Unlike us, tribal people met the extremism of their young (and I'm using
extremism as a catch-all word for the intense psychic cacophony of
adolescence) with an equal but focused extremism from adults. Tribal adults
didn't run from this moment in their children as do we; they celebrated it.
They would assault their adolescents with, quite literally, holy terror: rituals
that had been kept secret from the young till that moment - rituals that focused
upon the young all the light and darkness of their tribe's collective psyche, all
its sense of mystery, all its questions, and all the stories, told both to contain
and to answer those questions.
The crucial word here is focus. The adults had something to teach; stories,
skills, magic, dances, visions, rituals...They waited until their children reached
the intensity of adolescence, and then they used that very intensity's capacity
for absorption, its hunger, its need to act out, its craving for dark things, dark
knowledge,
dark acts, all the qualities we fear most in our kids - the ancients used these
very qualities as teaching tools, (p. 66)
In "Rights of passage: If adolescence is a disease, initiation is the cure"
(1994), the work of Malidoma Some is described. Some, a medicine man of the
Dagara tribe in West Africa and author of the book Ritual: Power, healing and
community, currently holds a Ph.D in political science and speaks and writes about
"lessons from indigenous culture" (p. 67). In regard to American youth, Some
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maintains that the problems are a consequence of parents having ’’lost their connection
to the earth, to real community, and to the knowledge of their life purpose. 'We
need', he says, ’to be initiated’” (p. 67).
Recent studies of outdoor and "adventure-based" intervention programs for
youth similarly suggest that an intense connection to nature and spiritual encounter are
powerful and important growth experiences for teenagers (Dunning, 1994; Hogan,
1992; Knowles, 1992). For example, in "Geopiety, the Concept of Sacred Place:
Reflections on an Outdoor Education Experience," Gary Knowles writes about the
powerful experience of what he calls "geopiety" and "sacred space" (p. 6) during a
night-time canoe trip with teenagers. Knowles maintains that geopiety (reverence for
specific places) exists in all cultures and promotes spiritual growth.

3.6 ^Internal Worlds" and Spirituality
In Pedagogy of the oppressed. Paulo Freire (1972) presents the project of
'conscientizing' and liberatory teaching as a work of Christian love. Other educators,
therapists and service providers are also beginning to write about the importance of
internal experience and what some call "spirituality" in healing and individual change
(Barber, 1992; Brown, 1991; Bums, 1992; Cowley, 1993; Everson, 1994; FaracoHadlock, 1990; Gang, 1992; Ivey and Rigazio-DiGilio, 1992; Mulligan, 1993;
Orwoll, 1993; Ranjan, 1992). Cowley (1993), for example, sees spiritual experience
as a needed response to the spiritual malaise of the 1990's.
John Mulligan (1993) supports the need to acknowledge "a concept of reality
which includes an internal world to be experienced as well as an external world" in
his article, "Activating internal processes in experiential learning" (p. 51). The article
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describes a model for documenting and making learners aware of "the range of
internal processes which are at work in intelligence" (p. 51). He categorizes these
processes as "willing," "remembering," "imagining," "sensing," "feeling,"
"reasoning,” and "intuiting" - the last being the "least mapped and understood" (p.
59).
In an article that explores "levels of awareness and change" in group
encounters, Barber (1992) delineates four major levels of awareness in group
processes; "social," "transference," "projective," and "primordial" (p. 68). According
to Barbar, the last "primordial" level occurs when a group reaches a "collective
unconscious" that can include "symbolic rituals, magical rebirths, rites of passage and
initiation" (p. 68). Barber goes so far as to say that if an intentional facilitated group
does not reach this primordial or spiritual dimension, the "fruits" of the facilitation
"will not last" (p. 66).
In "Silent learning: Experience as a way of knowledge," Ranjan quotes
Professor Glen Schaefer (1981), a physicist:
Future education will reach a higher state of consciousness, achievable through
love...and a deep study of nature, (p. 79)
Ranjan uses this example to highlight what he believes to be the greatest potential of
experiential learning, a means of learning that can achieve wisdom beyond "skills
acquisition" (p. 79). He maintains that the prerequisite for that is humility "acceptance that what we call reality is a construct of our paradigm, openness to
trusting our experience even if it contradicts the paradigm" (p. 79). For this, he
advocates a quieting of the mind and an attunement to "intuitive functioning" (p. 7980).

Ill
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In "Utopian praxis in pedagogy: Dialoguing with desire,” Sonia MacPherson
(1996), writes about her literacy work with Tibetan Buddhist refugee nuns. Out of
this work and her experience of the Buddist tradition she developed concern for "the
preoccupation [in the West] with knowledge - contents and thinking - over more
diverse and in some cases complete qualities of knowing, mind, and consciousness"
(p. 5) that are the focus in the Buddist tradition. She sees this tradition as an
"educational system" of "utopian praxis" (p. 5) in contrast to the Western focus on
content and information. The Western model, she contends, has a covert agenda
directed toward consumption and social control. In contrast, the Buddist model
focuses "on developing the mind itself through an explicit curriculum to educate
attention, intention, and desire" (p. 4) in efforts to teach how to become a better
human being. To do so is understood to part of what Buddists believe as "a common
wish of all sentient beings...the desire to be happy: happiness, or nirvana." which is
"presented as the greatest good" (p. 7).
MacPherson points to the privileging of language and reason over happiness
and pleasure in Western tradition, "evolved largely out of Judeo-Christian culture's
assumption that to consummate human action is to name" (p. 6). She draws on Lacan
and Marcuse to look at psychoanalytic theory "the main discourse of desire in the
West" (p. 7) in terms of the split in western psyche between fantasy, desire, and
pleasure and: the functions of reason and language, the "master signifiers" (Lacan) or
"reality principle" (Marcuse) (p. 7). In some sense, both Lacan and Marcuse see the
pursuit of repressed fantasy as a route to human happiness (p. 9). Out of this
understanding of fantasy, MacPherson argues for the central role of "utopian
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discourses/ imaginings, in conjunction with a critical praxis...in order that the desirebased interests and happiness of sentient beings...have an opportunity of being
advanced more effectively through the process of education” (p. 7).
Bell hooks (1994) also draws on Buddist philosophy, specifically the work of
Thich Nhat Hanh, who "always speaks of the teacher as a healer” (p. 14):
Thich Nhat Hanh offered a way of thinking about pedagogy which emphasized
wholeness, a union of mind, body, and spirit. His focus on a holistic approach
to learning and spiritual practice enabled me to overcome years of socialization
that had taught me to believe a classroom was diminished if students and
professors regarded one another as ’whole' human beings...(p. 14)
Hooks encourages teachers to adopt a "progressive, holistic" approach to education,
what she calls, "'engaged pedagogy'" (p. 15), which includes "spiritual well-being"
and "care of the soul" (p. 16) for both teachers and students.
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CHAPTER 4
PRESENTATION OF DATA
4.1 Introduction
4.1.1 The Setting: A Typical Rehearsal
I arrive at the small theater-in-the-round at the community college around 2:30
pm. Between 3:00 and 3:30 pm the teens begin to arrive - somewhat all at once since
many come on a public bus specially arranged to pick them up. Keith, the adult
counselor from the residential program, soon arrives with more youth and he also
brings the food. This is an important part of the weekly meeting ritual. Food seems
to bring the group together fairly quickly. Since many of the students arrive before
Keith, I learn not to try to accomplish anything beforehand. This is playtime. There
is lots of laughter, joking, loud talking, and fooling around - clearly a time to let go.
When the food arrives things do not immediately change. The food simply
brings the group together in one place where the joking continues. At some point, I
ask for "focus" to start the meeting. This is understood to be the beginning of the
rehearsal and the time for announcements, group discussions, and housekeeping kinds
of details. Fairly early in the project the youth themselves yell out "focus" in order to
bring the group together, quiet down and get on-task. Within one or two "focus"
attempts, the group does become focused and attentive. Typically, I make
announcements, describe what we will be doing that day and talk about where the
project seems to be going at that point. It is a time for asking questions also.
Although most of the deeply personal sharing happens at the end, the teens do use this
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time to vent about things happening in their lives and to talk about their impressions
of the project.
After the snack/meeting period, we begin physical warm-up exercises. The
rehearsal always starts with the "walking around" exercise where students simply walk
around the room, generally in no particular form, except that they are instructed to
shift their focus and attention on different things during the course of the exercise.
For example, initially I ask them to focus their attention within themselves, to ignore
others and the surroundings, and to focus on their own breath and to be present in the
moment. Next, they are asked to shift their focus away from themselves and onto the
actual space and architecture of the room. Later they focus on the other students. We
also experiment with pace of movement changes (either very slow or very rapid),
sometimes imagining energy coming from behind, ahead, above, and below. When
doing this, they are asked to exaggerate the movements until a character emerges and
then to exaggerate even more. In all cases, teens are asked to notice the difference in
their experience when simply changing focus and perspective. Usually the exercise
ends with the "Filling Up the Space" game whereby everyone starts moving as quickly
as possible in an attempt to keep all space in the room filled. After a while, the teens
lead this exercise themselves.
After warm-ups, the group begins additional games and exercises designed to
prepare them for Forum Theater (described in Chapter 1). At the end of rehearsal is
"sharing time," sometimes preceded by meditative and reflective relaxation activities
such as guided relaxation exercises, drawing, music and writing. During sharing,
participants read their writing, show drawings, give reactions to the rehearsal and talk
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about their feelings and problems. Often, people relate to others’ experience and
share their own, sometimes giving advice.
4.1.2 Theater Exercises
I have described a few exercises below. Examples of others are described in
Appendix A.
"Simple Gestures":
Students are asked to create images of concepts, action, or feelings through
body sculptures. The game is played with groups of three. The scene begins with
two of the three students facing each other and shaking hands. They freeze the image
by stopping all movement. Then "number one" (of the two students) moves out of
the image and "number three" places herself/himself into the image by freezing into
another position in a way that suggests a completely different image. Then "number
two" leaves the scene and number one comes back in with another image, and so
forth.
"Sculpting Images":
This is an outgrowth of the above exercise. Having experience with sculpting
images in "Simple Gestures," students are asked to think of particular situations or
experiences that happened to them and are still unresolved, situations they felt bad
about and/or times when they thought they were treated badly. Then, they represent
these images by creating sculptures with four or five other students. The images are
frozen and there are no words. The "audience" (those not in the image) walk around
the sculpture and tell what they see. Many common and different themes emerge.
There are many variations of this game. In one, individuals in the image are asked to
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move in slow motion into the ideal solution to the problem, to show what it would
look like if the problem were solved in the best way possible. Audience members
again call out what they see.
This exercise leads students into Forum Theater, (described in Chapter One),
which became a regular part of rehearsal within a few weeks into the project.

4.1.3 Eroadcasted Skits
The following are very brief descriptions of the skits the teens created and acted out
during broadcasts. These skits were then used to do Forum Theater with both
audience and television viewer interventions. Specific dialogue and Forum Theater
interventions are reported in the following sections of this chapter.
4.1.3.1

1993 Broadcasts

4.1.3.1.1 "Stress and Depression"
This skit included a series of scenes the young women created to show causes
for stress and depression in their lives. The first is a teenager daughter fighting with
her mother about what she will wear to a party that night. The mother also threatens
not to let her go at all because of her bad grades in every subject except art. The next
scene depicts a young woman telling her friend that she wants to commit suicide
because nothing in her life is going right. The third scene involves a young woman
who is physically abused by her boyfriend. A friend tries to intervene unsuccessfully.
In the last scene, several teen women ridicule the "new girl" in school because she is
different.
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4.1.3.1.2 "Substance Abuse"
In this skit, several young people are socializing at one young woman’s house.
The young woman is nervous because they are drinking and smoking marijuana.
She’s afraid her parents will find out. However, she doesn’t tell the friends to leave
because she wants them to like her and she’s very shy. Another young woman in the
group is a peer educator and against drug use. She tries to get the group to stop.
Eventually, they all leave in a car. But, because they are high, they cause the peer
educator driver to have an accident. She dies. In the last scene, the others
individually eulogize their regrets at her grave.
4.1.3.1.3 "Date Rape"
A group of friends are at a goodbye party for another friend, a young woman.
After the others have left, the young woman is alone with one of the young men and
they decide to have dinner together. Since she has always had a crush on him, she
decides to let him know and kisses him. At first she is happy that he's responding
and showing a romantic interest. This quickly changes to fear when she realizes that
he wants to have sex and is not backing off when she says no. He thinks her kiss
means that she wants sex and does not believe her when she asks him to stop. He
eventually rapes her. The skit continues with a story told about a young woman who
is raped by her older sister's boyfriend. No one believes her when she tries to get
help.
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4.1.3.2 1994 Broadcasts
4.1.3.2.1 "Self-mutilation"
This skit is about depression and not being heard. A young woman first goes
to her mother to talk about a problem, then a psychologist, then a friend. Each one
becomes literally deaf to her words as she tries to get help with her problem. The
audience learns that the young woman is burning herself with cigarettes as
consequence.
4.1.3.2.2 "The Dysfunctional Brady Bunch"
In this skit, a young woman argues with her father about going out with a
friend. The father is drunk and verbally abusive and the mother is secretly sniffing
cocaine as she cooks in the kitchen. When the mother tries to support the daughter in
the argument, the father hits the mother and knocks her down.

4.1.4 About the Participants
Because the project included teens from a wide range of circumstances, we
wanted the program to accommodate some flexibility in attendance. It is therefore
difficult to provide an accurate account of the participants since there were often
changes. Students included teens from the local high school (the so called "normal"
population) as well as "at-risk" youth who were wards of the state and living in a
residential facility. In general, teens from the residence facility came and went a great
deal. There were, nonetheless, a significant number of regular members who
completed the project each year. About 19 students attended regularly in the first
year, and about 11 did so in the second. Seven of the students in the second year
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were those who had also participated in the first. An additional 6 students from the
first year participated in the final broadcast during the second year.
In the following chapters, I attribute data and quotes to participants, students,
teens, they, youth, young women, teen women and teen men as if the individuals
were one collective entity. As the data will show, this kind of off-handed
representation of teenagers is something the young women in this project particularly
resent. However, since there were numerous teenagers involved, I cannot always
associate information with specific individuals. Some representation is necessary.
When doing so, however, I am referring to the specific teenagers in this project alone
and it should be understood that these references represent a large number of the
teens, but do not necessarily represent all of them. It should also be noted that the
female participants called themselves "women” and not "girls" and during interactions
with them I also did not use the term "girls." However, it does seem that referring to
14 and 15 year old individuals as "women" would be confusing to the reader and so I
use the terms "teen women" and "young women" instead. These, however, are not
their terms. For consistency, I also refer to the males as "young men" and "teen
men" even though they did call themselves "boys."
Besides myself, there were three regular adult participants. They played very
important roles in the project, but perhaps more important was the fact that the teens
seemed to perceive these individuals to be on their side.
A few of the regular teen participants and all of the adults are very briefly
profiled in Appendix B in order to orient the reader.
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4.2 Expressions of Power
For purposes of clarity, the following presentation of data is organized into
three major categories of definition concerning teen women's expressions of power: 1)
Power as control or desire for control over themselves, others, and events, 2) power
in speaking for themselves and being heard by peers and adults; and, 3) power as
intuitive, creative and spiritual experience - an uninhibited and sometimes playful
voice that includes humor, physical bodily engagement, creative expression and
spirituality. These categories are my own and not of the teen women’s choosing. As
noted in the methodology section, my overall research interest, teen women’s
expressions of power, was not determined by the youth since their interest was in
theater and television, not in research questions of any kind. I have tried, however,
to present their attitudes and concerns within my research framework. Also, I include
some quotations and other data from the young men when it seems consistent with the
attitudes and actions of the young women and sometimes, when the information
clearly contrasts those views or behavior. When looking at issues of voice and other
aspects of the pedagogy, I have also incorporated data concerning the young men.
However, the research is largely focused on teenage young women and the male
perspective is, therefore, usually not included.
Note: Quotation blocks with "quotation marks" represent dialogue spoken by
teens in character within skits.
A star [*] between quotes indicates that statements are not consecutive
and do not represent a continuous dialogue; they may also be taken
from different discussions.
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4.2.1 Power as Control over Oneself. Others, and Events
4.2.1.1 "Power-Over”: Having Control
This category of definition was more often expressed in terms of desire by the
young women, and not as something they often had or felt they had. Having control
or even feelings of control over oneself, others, and events - what I am calling
’’power-over” (drawing on Starhawk's term, see Chapter 3) - was sometimes
expressed, but not often. More frequently, what they indicated was feeling a lack of
control over their own and others' lives. There were notably few instances when the
teen women indicated a view of themselves as having control over themselves or
others - except in skits and fantasies where their desires could be acted out.
Had I included the young men, the data would naturally be much different.
What one would expect in terms of gender difference seemed to be demonstrated
fairly consistently. For example, teen men generally were much less forthcoming
about feelings and I therefore learned little, directly, about their feelings of lack of
control but I heard a great deal about their focus on power-over others. In skits and
other activities, they often acted out belligerent personas and characters who had
control over others. In discussions about power, very often what was expressed by
the young men could be summed-up in the words of Dale, "there's only one kind of
power, the ultimate power. Control over everything." This was not, of course,
exclusively true of all teen men, but these expressions were common whereas with the
teen women, there is nothing in the data that demonstrated such a perspective. For
example, Tess’ definition of power contrasts rather strikingly with Dale's. In journal
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writing Tess talked about power as getting "rid of all of [your]...weakness - when you
eliminate everything bad and have no more weaknesses."
4.2.1.1.1 Female Identitv/Sexual Power
One area in which several teen women sometimes did express power and
control over others was in their female identity and sometimes their sexual power over
teen men. On several occasions, Martie indicated to me that she could get Jerrod to
do anything she wanted. The implication was that she had power over him as an
attractive female, and she knew it. Since Jerrod was continually disruptive, other
young women in the group also treated him in a commanding way:
Jenny

[to Jerrod] Shut up and stand there.

Erica

Jerrod, shut up.

Several young women said they felt powerful when they were with their
boyfriends. Also, the female participants referred to themselves as "women," as I've
mentioned above, and from time to time during rehearsals started chanting "WOMAN!
WOMAN! WOMAN!" as an expression of their power as females. In the beginning
of the project, when I expressed concern about so few teen men participating, the
young women were all quite adamant that they did not need teen men in the project
and that they could easily play the roles of male characters in skits themselves. And,
they often made feminist comments and jokes. Sharon, for example, had feminist
slogans written on her sneakers.
4.2.1.1.2 Helping And Relating To Others
Expressions of control over people often involved helping others. For
example, Tess talked about feeling powerful when she was babysitting because she felt
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in control of the situation and "then everybody listens to me.” This was important to
her because babysitting was "actually helping someone. When you babysit you are
helping that parent or you are helping that kid. When I babysit, I don't just babysit.
I become a part of that family and I help." Martie likewise talked about taking
control of a situation when she was sticking up for someone else who she saw being
mistreated:
You know how I seriously look at it? I always say when I see someone really
coming down on someone else for no apparent reason or whatever - I mean I
have walked up to people in the hallway who I don't know - and seen them
getting picked on and walked up to the person and said - hey, why don't you
leave them alone. I look at it more as anyone who has the nerve, or feels like
they have the right to do that to someone else - obviously doesn't like
themselves very much. I feel bad for them because there is something wrong
with them if they feel like they have to do that. No one is perfect; get off
your power trip. I won’t abuse someone, I won't start a fight, but I’ll push
my point even if I feel they might kick me.
Not only did she want to help the person perceived as being mistreated but she also
"feels bad" for the person doing the mistreating. This focus on relating and
understanding was also brought out during a discussion about power. Teens from the
residential program were talking about looking forward to an upcoming one-day "rolereversal” event at the facility when clients would be given the power to make rules
and program staff would have to obey them. Lots of excitement was expressed by the
teen men. For example, Dan said.
You guys [addressing Keith] got power over us. That's why I can't wait until
the day we switch it around. I am going to be going crazy with the staff.
Nothing of this sentiment was voiced by the young women. The one comment made
by a female resident indicated that her desire to switch roles was "so that Peg [a staff
member] could feel the way that I feel about her."
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4.2.1.1.3 In Games and Improvisations
In some of the physical exercises, participants were asked to switch roles
between controlling others' physical movement and being controlled. In these
activities there were mixed reviews:
Lisa

It felt terrible (being the one controlling). I could never be a
cop or make people do things.

Heide

When I was leading, it felt like I got what I wanted.

Tess

I didn't like people having control over me.

Sharon

[as the leader] It made me feel dominating. It made me feel like
I had a lot of power.

At another time:
Carey

I didn’t like it.

Aurora

It wasn’t me.

Jean

I liked it.

Yadira

I felt stupid when I was the one who followed and I felt like a
queen when he was following.

Whether they liked the ’’leader” role or not, every teenager related the
experience to what I am calling "power-over” whereas an adult in the group had the
following response:
Rick

It didn't feel like power - more like creating something.
Something fluid. It felt great! More like a symphony. And the
reverse was like being a part of someone else’s creation.

In another exercise, the group was instructed to take care of the person who
was walking around blind-folded and in need of direction. In this case, the teens
seemed to take great pleasure in fooling the blind-folded person, and manipulating
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her/his movements in a humorous way (although this was more true with the teen
men).
There was also a great deal of projected or hopeful interest in having control
over situations demonstrated in the skits and other play-acting exercises. During a
character acting-development game, the teens were instructed to improvise skits as
specific characters. In some of these improvisations, the teen women took on
characters who had a great deal of control, often abusive, over others. For example,
when given the role of movie star, Lorraine became disdainful, demanding, and
verbally abusive to the waitress character in the scene. Melissa took on the character
of a tough mafia drug dealer claiming that "women are the important ones in this
business." Lynelle pretended to hold a gun and shoot everyone in sight. These kinds
of roles were common during the skit-games, but when skits were created about their
own themes and real-life situations, the teen women never took on personas that
exhibited abuse of power, except to expose it as inappropriate. For example, skits
about peers ridiculing or judging one another were developed specifically to
demonstrate what was wrong about such use of power.
In many interventions during Forum theater, teens acted out attempts to take
back control. This seemed to demonstrate that taking power-over in some situation
was, for them, a viable means of accomplishing goals - whether or not they were able
to do this in real life. And, consistent with what they said about power-over in other
parts of their lives, the teen women often took on characters who took control in order
to help friends. These quotes are from an intervention done during the scene in which
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a teenage young woman is physically abused by her boyfriend. Amelia (from the
audience) stops the action and takes on the role of a friend of the victim:
Amelia

[to Jack, the boyfriend abuser] "Excuse me, WAIT A MINUTE!
Can I ask you one question? How can you do this to her? Why
are you physically abusing her? What gives you the right?"

Jerrod

[as Jack] "Is that truly any of your business?"

Amelia

"She is my friend. Of course it is. I don’t want to see her
seriously injured."

Jerrod

"Mind your own business."

Amelia

[very aggressively] "Maybe you should just leave!"

This very aggressive and assertive persona was most unlike Amelia's usual shy,
agreeable, and accommodating personality. Other interventions in this skit also
involved continual attempts by friends to help. Many of these involved confrontations
with the victim as well as the boyfriend:
Mamie

[as the friend talking to the victim] "Who did this?"

Corinne

[as the victim] "No one. I fell. It's really slippery in the winter.
I fell."

Mamie

"It was Jack, wasn't it?"

Corinne

"No, it wasn’t him. Why do you always think say that? Can
you just let it be?"

Mamie

[pointing to her arm] "Because what was this from last week,
nothing?"

Corinne

"It wasn't anything."

Mamie

"I love you and I care about you very much and that is why I
come in here to try and stop you from doing this. It's not right
and he has no right to do this to you!"
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The students also responded with overwhelming enthusiasm to Jerrod's
intervention during this scene. Although Jerrod played the abuser in the skit, at one
point, he stepped out of that role and did an intervention as a friend of the boy-abuser.
In this intervention he screamed loudly and became more threatening and belligerent
than the abuser. This brought a round of applause from most of the teens. And even
though several people (adults) pointed out contradictions involved in the intervention
(e.g., Jerrod was screaming about keeping calm and using the same intimidation
tactics used by the abuser), the teens, including the teen women, ignored this and
supported the intervention as successful.
4.2.1.1.4 Limits to Power-Over
Despite the many instances of desire and enthusiasm for control and "powerover” solutions to problems, there also was a good deal of mistrust and negative
perspective expressed in connection with control. In some instances, when the teen
women did indicate a sense of control, they viewed it as an unhealthy need or as a
character flaw - not something good or desired. Sharon described herself as "a
control freak...if I can’t control the surroundings and if I can't control a place where I
am comfortable, then I don't want to be in that place." However, she stated this as
an admission of a problem, of a character flaw. Martie talked about needing to feel in
control - and was particularly uncomfortable during trust exercises and other games
that required giving up physical control to another student. She saw this as a
weakness, as an inability to trust and not as an expression of power. It was my
impression also that she actually felt a lack of control and was therefore unwilling to
give up what little she had.
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In the very first skit the teens were asked to develop from their own
experience, Corinne went first and acted out a scene about a boy she had continually
ignored, ridiculed and treated badly in the past with her other friends. The point of
the exercise was to replay a scene from own’s life that was unresolved, that needed
change. Corinne said she felt bad about this situation and wanted to resolve it, to
treat the boy more fairly. The "power-over" she had over this boy was something she
thought had been wrong.
In fantasy images of a future perfect world, there were no expressions of
control or power-over whatsoever, in any of the visualizations (described in section
4.2.3.4 of this chapter), including the young men. And. at the end of the first year
broadcast, Martie. made an appeal to parent viewers asking them not to attempt to
control their children, even when it seemed this was needed to protect or help them:
I mean if you are a parent and you have been watching. Don't think. Oh I’ve
got to lay down all these strict rules on my son or daughter...I want to say that
even though there are a lot of things out in the world that are really bad and a
lot of people experience them by the time they are twenty, a lot of things will
shape their lives. But, if you set a lot of laws down for their son or their
daughter, they are liable to disobey them. And once they get that freedom that
you are not giving them, they'll go a little crazy sometimes. It is better that
they have a certain amount of freedom now, even though they'll get hurt, it
will help them later on in life because it shapes the person that they are. So it
is okay to keep a hold on your son or daughter. But always remember that
they have to experience the pain for themselves. Not everyone is going to
listen to advice and say, "Oh yeah. I'll never do that." It's a whole learning
thing.
4.2.1.2 Powerlessness: Being Controlled
Celeste

...lonely, feeling outcast and unwanted - controlled by others,
always being unhappy, no joy and happiness.

This quote demonstrates what I experienced as the tone of many young
women's self-images during the project. Examples of not having control over others
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or events seemed to be more often expressed than the reverse. The teen women
talked about feeling powerless and getting "no respect" with adults in general, parents,
young men, school, hospitals, police, and other institutions. Their overwhelming
concerns about depression and stress were related to this sense of powerlessness.
When the teen women were asked what issues seemed important to them they listed:
stress, depression, alienation, frustration, confusion, being left out, shame, ridicule,
and sex.
In rehearsal games and exercises the teen women seemed to demonstrate their
feelings of powerlessness in images and skits they created. For example, during the
"walking around" exericise, I sometimes asked them to choose different kinds of
"energy" or ways of moving in order to develop characters. To illustrate, one series
of choices might be to imagine a very light/free sense of energy, a feeling of
movement up and forward, and quick. Moving and improvising with these kinds of
focus might elicit happy, vivacious, confident kinds of characters. However, these
energy suggestions were rarely adopted by the young women during rehearsals.
Instead, what they did respond to were heavy, slow, downward kinds of energy
suggestions and often developed downtrodden, constricted, and hidden kinds of
characters as a result. Depressed and down feelings seemed much more familiar to
them.
Negative powerless images were constructed in other exercises as well. During
"Image of the Word," students were asked to pick words they wanted to image and
then make the image of that word with their bodies. The words they chose were
abortion, fear, death, sex, and horror. Three made images of abortion, nine students
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picked fear, and seven picked sex. In the "Simple Gestures" exercise (described
earlier), students were asked to create images of concepts, action, or feelings through
body sculptures. The teen women often created images of violence, unwanted sexual
advances, and ridicule; for example, someone held in a strangling hold, someone
getting shot. Many of the images were about victimization of some kind. The
following are quotes of the teen women’s impressions of what they saw in others'
sculptured images:
Corinne

She was pulled blinded and out of touch with everything because
everybody was...She was being restrained.

Betsy

Friends holding her back from hitting. Relationships.

Sharon

Everbody's picking on her. Getting laughed at. Shame.

Mary

Frustration. People looking down on her, pointing in
judgement; they look disgusted. Pain, stress, loneliness.
Stressed by the world. Too much going on. Someone giving
advice but not helpful. Outcasted by everyone. Everybody's mad
at her. Anger pushing her down lower. Broken in mistake.

Heather

Talking behind her back. Alienation. Peer alienation. They’re
saying harmful secrets. I wish I could be their friends. A rebel.
Protection.

Susan

Her friends are arguing. Trying to blame someone for
something. Accusation. Sharon looks confused. She's
disconnected from the image. She looks helpless. Sharon's
trying to get her arguing friends back together.

Mary

She's babysitting and its been a really hard day. She's a failure,
she's not being inspired. Having to answer to a lot of people.
She's gonna kill her sister.

Jenny

Fear. Confusion. Ashamed. Their friends are fighting and
she’s in the middle of it.

The themes of stress, alienation, confusion, depression and others related to feeling
powerless appeared over and over. Even when the young women were involved in

131

empowering activities, they also voiced feelings of futility for one reason or another,
generally related to their circumstance of being teenagers. For example, when Erica
tried to buy condoms (in order to protect herself) at the local drugstore, the sales clerk
refused to sell them saying she should just not have sex. In another example, Corinne
who had been very involved in getting creative projects underway and had co-directed
a play on AIDS the previous year felt thwarted about continuing these kinds of efforts:
I just wanted to say that I have so many ideas and it is so frustrating that I am
limited by transportation and by people who will help me. And things cost
money, you know what I mean. I hate having limits. I have these ideas of
things that I would like to do and it seems like someone is always there with a
reason why you can't, to stop.
At one point, the whole group decided to take control of a situation and they
confronted Jerrod because they felt he had become too controlling and disrespectful.
But even in this case, when asked if they felt that they then had power as a group [it
had been my impression that they did], several young women agreed that they did, but
still felt powerless over Jerrod and the situation:
Jenny

I think we are more powerful as a group. I think that none of
us could really deal with it and so we just said, "the hell with
you”.

Janet

Did that feel powerful, to have done that as a group?

Jenny

No because he went after us individually.

During rehearsal sharing time, the teen women were very open about these
feelings of powerlessness:
Martie

I drew a really bright light being overtaken by blackness and
darkness. And that's kinda how I'm feeling right now. I'm like
really trying to break through everything that's going on in my
life but everything is getting more and more; everything's just
looking really bleak.
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*
Heidi

Worst month of my life, can't wait till next month 'cause I’m
going to California and I'm supposed to get money, and getting
and apartment, and see my son...it's gotta be a better month
than this one.
*

Lynelle

[describing her drawing] Mass state of confusion. Confusion.
Who says it looks like my face?
*

Toni

All alone or in twos, the ones who really love you walk up and
down outside the wall. And when they've given their all, some
stagger and fall. After all, its not easy banging your head
[heart?] against some bad bugger's wall, [lyrics from Pink
Floyd]

The theme of breakdown, of feeling totally out of control, also emerged with
several teen women:
Martie

I draw pictures of usually how I'm feeling, or like what's inside
of me, and I started this and I just added some shading to it
[picture of young woman crying]...I don't know. I guess in this
picture I'm crying and crying is something that I hold dear to
myself because it's my only way of letting things get out and
like I usually let things build up and um I haven't cried in a long
time and like I basically know I have a good nervous breakdown
coming up and um until then I feel like I have a lot on my
shoulders right now. I have a bunch of friends who just tried to
commit suicide and...my parents are coming down on me and
my grades are uh (laugh) nothing to be desired and um I'm just
really confused right now so...I'm out of it.

Melissa

I had a breakdown yesterday. I can relate.

Lynelle

I breakdown everyday. I can relate.

Melissa

I got physically violent. They had to hold me down.

Erica

I've never had one.

Lynelle

You don't want to have one.

Sharon

I have but not lately...
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Other expressions of feeling controlled or powerless also involved concerns about
being watched, judged, and having to "be like somebody":
Sharon

I drew this thing. Like this part here is this aura of something of
creatures and people and in here I then like I put quotes and all
that because you have to be like somebody, you have to try to
imitate them. And then when you don't truly understand you get
all confused and that's what that’s for and then they start yelling
at you because you don't understand. And it's all confused and
stressed and...

Tess

Is that an eye?

Sharon

Yeah the eye's there because I always put eyes on my
pictures...[Martie does this too..]
*

Jenny

It's your whole life, there's always someone watching you and
someone who determines everything, [shows picture] TTiose are
the Egyptian eyes...
*

Erica

I don't see why I have to be like.everybody else...everybody has
to be like everybody and it really gets me mad...why can't I be
my own person?
*

Martie

There are times that I will talk to someone and sit there and
think, "Gee do I have to check and see if I am wearing a
diaper?" The way they make you feel. They will come down
on you and ouch you to a level so that you feel so childish.

Several young women created sculptured images about real incidents in their
lives that involved men leering at them in public places and making lewd comments or
gestures, often about their bodies. In one session, Martie also told a very emotional
story of being watched (against her will) through a one-way mirror during therapy:
I was surprised that I was able to work in front of a video camera [currently in
the project], like now actually. It was very, very...I have a hard time working
in front of video cameras because when I was twelve years old, I had a
nervous breakdown and I had to go to these sessions where I would sit in this
pretty small room with this woman I extremely disliked with a big mirror
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knowing that three or four people are behind this mirror; watching me, looking
at me. Thinking these things about me without me actually seeing their faces.
They were just like faceless people, who were critiquing me. And I had a
video camera on me, filming me the whole time. I would be sitting there,
crying in absolute tears, shaking, swearing my head off, picking up chairs and
threatening to throw them through the mirror. And this thing was on me the
whole time. Copying my every move. And they would be shown to a group
of people who would watch this and also critique me. They would say stuff
like - "It's not like we sit around and make jokes about you.” I was like, how
do I know that? I mean how often do people see a serious situation and go,
well - she’s a little looney. I will never forget how horrible of a time that was
for me and remembering that and my mom and my sister was in that room also
watching me. My sister being four years younger; watching her older sister do
this. I was completely violent. My mom knew how much this hurt me. I
mean I consented to talking to somebody. But I didn't want the mirror. I
didn't want these faceless people and I didn't want the video camera. And I
said, "please don't do this to me." And she did it. That was the hardest
thing; having people watching me when I couldn't see them and seeing that
side of me. Me not really being able to choose what they saw of me. Just
knowing me right down to the core. And it hurt. It was like being tied down
and having someone probe your body without being able to stop them,
basically.
Choices for skits also seemed to indicate feelings of powerlessness and
victimization (rape, physical abuse, parental abuse, suicide and hopelessness, drug
abuse and death, etc.). Ideas for skits were often about completely impossible and
complicated situations. One skit the teens seriously considered doing involved a teen
man who was having sex with his girlfriend as well as another young woman.
Neither young woman knew he was seeing the other. The "other (young) woman" got
pregnant with the boy's child. Then, the girlfriend told the boy that she had AIDS.
And it went on like this.
Skits that did broadcast were not a great deal more hopeful. The problems
they addressed were serious and seemed extremely difficult to solve. During
rehearsals, for example, Lynelle (playing the young woman being raped in the daterape skit) said she couldn't fight off her attacker. "It's just not me." She did begin
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to do some fighting by the time of the broadcast, but not successfully. In addition,
the interventions attempted and the questions directed to characters often provided
more opportunity for voicing hopelessness. The following example is from the
Question and Answer period (when characters responded to questions in character)
after the skit about the young man physically abusing his girlfriend:
Lynelle

[as an audience questioner] Why do you let Jack hit you? Don't
you know it’s wrong for any man to do that?

Sharon

[as the abused girlfriend] "Any attention is good attention. I
mean my parents they are like, yeah do whatever you want. I
don't have that many friends and Jack just loves me."

Audience
Member

Well, he doesn't love you if he is hurting you.

Sharon

"He just had a hard day at work."

Audience
member

It has happened more than once.

Sharon

"He said that it would never happen again." [It was understood
from the scene that it certainlv would happen again if nothing
were done.]

During rehearsals and sharing time, several of the young women talked about
personal experience with what they called "self-mutilation." These were usually
described by them as problems and not as acts rebellion:
Sharon

...It was easier to deal with the physical pain rather than the
emotional.
*

Martie

Too much pain to handle. Nowhere to put your anger.
Unloved, undesirable. Nowhere to put the anger so you hurt
yourself....Get rid of that dull feeling within....feel pain
physically instead of emotionally alone locked inside yourself.
*

Martie

[Reads list of reasons they’ve compiled which explain why teen
women cut and burn themselves] Loneliness, pain, isolation, no
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escape, pay back, no one else to blame, break the dull feeling,
prefer to feel physical rather than emotional pain, drugs - let's
escape and have fun. Does that cover it? [They agree.]
Some of the specific areas where the teen women described lack of control
included dealings with adults/parents, teen men and men, institutions/schools, alcohol
and drug use, peers, and in a few instances, the project itself. The following are a
few examples of each.
4.2.1.2.1 Teen Men/Men
In addition to the stories they told about leering and lewd remarks from men,
the young women seemed to express strong feelings of powerlessness with males in
the date-rape and boyfriend abuser skits. The following quotes are from the Question
and Answer period:
Susan

I have a question for Vicki [the female character]. Why didn’t
you physically hurt him? You are not too much smaller than he
is. It seems that if he can hurt you, then you should have hurt
him back.

Lynelle

[as the victim] "I was afraid. I know he is my size, but I am not
the kind of person that can hurt someone else. I would rather be
hurt myself.”

Corinne

[playing the young woman's thoughts] "It was like I was
paralyzed. I mean I didn't even want to think it was happening.
And all these things were flowing through my head and it just
seemed like my mind was too busy for my body to move."

Martie told a story about the "teacher, father, lover, and god" in her past. She
talked about feelings of despair and hopelessness concerning this several times. The
man was her teacher and apparently took Martie into his home and played several
roles as her lover and father, etcetera. I don't know how old she was during the
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involvement, but it was at least a year earlier and at the time she tells the story she is
fifteen years old:
...the control he had over me...his kids called me Mom. It still haunts me. I
feel that I will never truly escape him.
4.2.1.2.2 Adults/Parents
Sentiments seemed to be generally unanimous about adults' disrespect for
teenagers. They also felt that adults were treated with privilege and had power over
teenagers. During the "image of the word" exercise in which students make images
with their bodies in response to specific words, every student made a similar image
that seemed to represent arrogance and superiority when given the word "adult." At
another rehearsal, the teens told a story of an experience they had had the previous
week trying to get to rehearsal. Although it had been pre-arranged, the bus driver
refused to call ahead to the next bus (the one that went to the rehearsal) to wait for the
group. As a consequence, the teens were stranded in a small town in extremely cold
weather and forced to wait until someone in the project figured out there had been a
problem. The teen women made images of the problem and then talked about not
being treated with respect, and in fact, being downright ignored. According to one
young woman, "this wouldn’t have happened to adults; it's only because they don't
take us seriously." Again, there was a sense of hopelessness about this.
Parents, specifically, were naturally a focus. There was a lot of frustration
expressed about not being understood or taken seriously. Initially, one group wanted
to broadcast four different skits on the subject of trouble with mothers. This
eventually changed but one skit (described in the introduction), portraying a fight
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between mother and daughter, remained. In the skit, the mother is verbally abusive
and disrespectful:
Sharon

[as mother]” Anna.”

Martie

[as daughter] ”Hi Mom."

Sharon

"You think that you are walking out of my house looking like
that?”

Martie

"What is wrong with what I am wearing?”

Sharon

"You look like a three dollar, transvestite streethooker, RuPaul
look alike!"

In another skit, the "Dysfunctional Brady Bunch," the father is abusive and alcoholic:
Mat

[as father] "I don’t care what your mother said. I am the one
who makes the rules here and I said you are not going out."

Jenny

[daughter] "But she said that I could."

Mat

[yelling] "I don't care. I am the one who makes the rules! I am
the father! I demand that you listen to me! Don't you turn your
back on me!" [He hits the mother when she tries to intervene].

Deeper difficulties with parents were also depicted. Some teens talked about
parental drug or alcohol abuse and sexual abuse. Corinne continually wrote poetry
about incest although she said it didn't happen to her:
Corinne

This didn't happen to me...like sometimes I think about things
and how I would feel if I put myself in that situation. I wrote
this: Coming down on me I feel your weight. Taking away my
innocence. Giving me a filth I can never wash away. Thrusting
upon me over and over again. I feel myself ripping inside.
Blood mixes with tears and after all of that you can still call me
daughter.

At another time she wrote,
Your big foot comes down on me pushing me into that place I
wanted to forget. Forcing me to absorb every party of it.
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Disowning me in a hateful action. You want me to break and
when I'm nearly there, you stop so you can do it again.
Jenny talked about child molestation as something that happened to her mother and
others in her family and how "it's ruined [her] whole family."
The teens also talked about feeling powerless about parents who drink. In the
"The Dysfunctional Brady Bunch," the father is an alcoholic and the mother a drug
addict. In the skit about teens who are abusing alcohol and drugs, there was also
dialogue about one of the characters’ parents who are "doped up." During sharing
time, several teen women talked directly about their own families:
Sharon

I'll share my story. Basically, my father's an alcoholic and has
this girlfriend who's horrible and controlling him and the whole
situation is terrible. It's ruining my relationship with him.

Erica

My parents are alcoholics but I just ignore it...

Celeste

My father's an alcoholic too...I think teen suicide should be
something we deal with....I think about it a lot. I try to tell my
father how I'm feeling but he just goes to the bar and gets
drunk.

There was also a good deal of indirect reference to these issues. At one point
during rehearsal for the drug and alcohol skit, Lorraine ran out of the practice crying.
Apparently, there had been discussion in the group about the pros and cons of drugs.
Because her parents smoked marijuana regularly and because this had affected her
negatively, Lorraine became quite upset by any discussion supporting drug use.
4.2.1.2.3 Alcohol/Drugs
Many of the students talked about their own lack of power over drug habits.
Although Sharon had recently quit doing drugs, this did not seem to provide much
hope for others:
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Sharon

That's how I felt, no control...

Jim

Yeah, I can relate to having no control...

Sharon went on to talk about her success with quitting:
Celeste

I wish I could do what you do.

Sharon

Never say never. You'll get sick of it. If you don't want to
die, you'll find that self respect.

Celeste

My mother recommends counseling but I don't think it will
help. I've always dealt with this.

At another time she says,
...not part of someone or something. Nobody cares...I just go home and
smoke dope all the time, it's the only thing that helps.
Inevitable destruction was another theme common in connection to alcohol and
drug use. In the alcohol/drug abuse skit, the teen character who gets killed in the car
crash (caused by friends' abusing alcohol and drugs) is the one who opposes substance
abuse and tries to stop the group from doing it. In the last scene, each of these
friends goes up to the grave and eulogizes about their regrets. However, none vow to
give up drugs or alcohol. Several teen audience members responded to the skit in
ways suggesting that the momentary pleasure of drugs is deceiving and future disaster
probable:
Corinne

"What is right now is not going to be the same situation that you
are in next week. People think they are in control when they
are not."

During the question and answer period, the players are asked where they think the
teen characters in this skit will be in five years:
Dale

I [the character] am not going to have anybody because all my
friends are doing drugs. I might find other friends, but maybe
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those friends will start doing drugs. Basically my whole life is
ruined.
Martie

I think that sooner or later her [the character Chrissy] support is
going to disappear. I seriously see Chrissy working at a desk
job and maybe her boss is hitting on her and she is not doing
anything about it. Being very cooped up her whole life. I don't
see her going out and getting married because she is too shy to
go out and be open. I see her going nowhere. I see her being
ruled over, having a tyrant over her for the rest of her life.

Susan

I see Sally [the character] as a very controlling person, always
wants someone to boss around. I think that Sally will end up
either with Chrissy still to boss around or someone she can
dominate over. I [Sally] end up not liking Sam and she stays in
her habit because nothing will convince her that what she does is
wrong.

Hal

I think that Sam [character], he's probably going into rehab and
everything but he still wouldn’t be convinced that it is wrong,
and he'd probably go back to drugs and maybe get worse. And
he'd just always go on like that, maybe sometime he'll either die
or get in a lot of trouble.

4.2.1.2.4 Peers
In the Question and Answer period of the same skit, another teen asked the
group to say what they thought about the causes of substance abuse:
Martie

I usually see either peer pressure or just basically wanting to
experiment, wanting to try it. I see that as the main two reasons
why something like that would take place.

Sharon

I agree. I think it is a lot of peer pressure. Always are
dominant people in the group. Maybe less exaggerated than
Sam or Sally [the characters], but I think that there is always
someone there that is going to encourage someone. It may not
be like, "oh, come on, come on," but it will be there.

During the skit, the character Chrissy feels compelled to let her friends come over to
use drugs at her house, even though she's uncomfortable about it:
Martie

[as Chrissy] "It's always the same thing...They come over to my
house and they just kind of use it as a hang out. I can't say
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anything. If I do they might not hang around with me and then
I will be alone. So my dad might find out and then I will be in
trouble, but isn't it better to get in trouble and still have friends?
I don't know, I guess I'll just have to risk it. I'm just afraid of
being alone. I want to fit in. Oh well.”
Being controlled by peers was a common theme. Interventions and questions
that occurred in this skit were very often in response to one strong (seeming)
character, Sally, who is controlling the shy and frightened character, Chrissy. This
scene brought some of the most heated responses from teen women in the audience:
Sharon

Chrissy, where is your spine. Obviously you don't want to do
drugs, obvious that you are not going to lose your friends.
You've got your other two friends who are totally against. Why
do you do it?

Susan

"Please don't call my friend spineless. She has a spine."

Martie

"I don't know."

Audience
member

You are not standing up for yourself. You are letting your two
friends that do drugs influence you. Why don't you stand up for
yourself and say that you don't want it? You are looking to
your two friends for the answer. Why don't you answer it
yourself?

Susan

"Chrissy is not here to be bullied. This is not her trial time."

Corinne

Sally, you say that Chrissy is not here to be bullied, but it seems
that you are bullying her right now. What do you think? That
she is going to say something that you don't agree with or
actually speak the truth?

Martie

"I know that what we did was wrong and I only do it because I
afraid of being alone. I know Sally wouldn't hurt me because
she is my friend. I don't want to lose them because they are my
friends."
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Teen
audience
member

She is hurting you more by controlling your life!

This went on for quite some time and continued to escalate. After a while the arguing
became quite charged and angry. Eventually there was a general cacophony of young
women’s voices angrily demanding that Chrissy be given a voice.
In another scene about ridiculing the "new girl” in school, there was also a
great deal of confrontation during Question and Answer period:
Audience
young
woman
Martie

Why don’t you stand up to your friends?
[as "new girl’’] "They are not my friends. It's like I am afraid
of them. They are all together in one big group. It is not like I
am dealing with one person. And it is really hard for me to take
it from a bunch of people alone. And I am just afraid. I try to
stay away from them. I just want to be ignored."

During sharing time during rehearsals, a few young women talked directly
about feeling ignored, judged or controlled by others:
Tess

My main, main problem is that my friends - or just my friend don't ever talk to me, they don't ever want to do anything with
me. That's my problem.
*

Karen

I am not a powerful person. I have so many weaknesses. And
everybody knows how to hit them and they do it a lot. I never
have thought of any time when I had total control.

4.2.1.2.5 Institutions/Schools
Feeling powerless in regard to institutions was another common theme. Early
in the project, several teen women acted out a scene about a frustrating situation they
had experienced when trying to visit a friend recently taken to a mental institution.
They had called the parents first and were told when they could visit the institution
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which was several hours away. Upon arrival, they were made to wait for a very long
time and then abruptly told they could not see their friend. According to the teen
women, the staff were very disrespectful to them, and refused to let them call the
friend's family. The teens also tried to call out to let their friend know they had come
but there was no response. They later learned "that people get in trouble if they yell
out the windows.” They saw all of this treatment as a consequence of being
teenagers.
Other students talked about their own experiences of feeling powerless and
hopeless in rehab and mental institutions:
Celeste

Some have been forced to be institutionalized. They get clear,
but as soon as they're out, they're back on drugs. They can
only go when they're ready to. It's the same with depression.

Carrie talked about being hospitalized for serious depression and how no one there
understood her:
Carrie

...Mental hospitals aren't a joke. It's a really hard thing and it's
real.

Martie

But they are a joke because they don't work. It's great to be in
this safe place, removed from everything, but then you get out
and it's all the same.

Other institutions were represented in similar ways. During the date-rape skit,
the victim is asked why she didn't go to the police about the rape:
Lynelle

I am too afraid to go to the police station and get interrogated. I
don't want to be raped all over again by the police.

During preliminary improvisations for the same skit, the victim is taken to the hospital
where she is treated very badly. Being roughly restrained, she screams and cries and
generally acts out a scene quite similar to the rape episode. Feelings of victimization
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by the hospital and police seemed to be very strong. When I challenged the group
concerning the validity of these representations, (had this really happened to them or
someone they knew?), practically all the young women clamored in support of its
authenticity.
The institution most critiqued was their local high school:
Erica

All day in school there are people who...

Sharon

We’re shot down.

Karen

That's why I don’t go to school. In school I just get sick of
everybody telling me what to do. And now that I don't go to
school it is so much easier.

In a "fantasy" improvisation workshop, students were asked to create a skit
about an ideal world based on a story I brought in about the goddess Huitaca. As the
story goes, Huitaca resides in a village where people are joyous and creative. One
day she becomes trapped in an egg by a god who then forces the inhabitants to live by
a "clock." Eventually, a transformation takes place when a young girl liberates the
goddess from the egg. Huitaca then drives the god out and the community returns to
a place of sensuality, joy, creativity, and celebration.
During improvised re-telling of the story, the young women tell about their
school, which becomes liberated from this "evil" clock:
Corinne

[after Huitaca is trapped]...then they became always controlled
by time. It controlled their life where they had never been
controlled before - thereby transforming their life into a meaning
that was actually false - but a young girl in her wisdom broke
the egg and brought Huitaca back.

Janet

They no longer forgot that people could celebrate.

Martie

She tried to teach Lakeview High School how to be loving,
caring about their work, how to put beauty into their work,
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appreciate people for who and what they are. Some learned,
some didn't.
Corinne

Because there was this clock... [students were treated] like cattle
herded from class to class, not entertained or learning much at
all - so they abolished the clock and buzzers. Then people
learned for themselves what they wanted to learn, instead of
being told.

After the storytelling, students were asked to create dramatic improvisations of
the new story. Their feelings of being controlled and abused by the school were
powerfully represented. During the skit, the student character is blindfolded and tied
to her chair at school. Corinne as the teacher then says,
"Students please insert your mouthpiece. I will feed you the knowledge you
need. Please pour in your math jug. Digest. Students, please pour in your
science jugs. Digest. Your homework tonight is one tablespoon of your math
mixed in with a cup of water and digest."
The skit ends with a transformation as the student breaks out of her blindfold and
chair and moves into another reality (represented by a different part of the stage)
where she and other students wear colorful flowing clothes and they dance wildly to a
drumbeat.
4.2.1.3 Resistance to Being Controlled
Despite the powerlessness expressed, the teen women regularly exhibited a
good deal of resistance to being controlled.
One example of resistance was represented in the teen women's emphasis on
standing up for themselves, even if it didn't change the situation. The following is an
intervention improvised during the boyfriend abuse skit:
Lynelle

[abused girlfriend] "I am sick of hiding. I don't need to hide
anymore."

Jerrod

[abuser] "Really?” [menacingly]
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Lynelle

"I don't need to hide anymore. Look at what you did to me. I
don't deserve this. And I don't deserve this from last week.
Look at that. Look at what you did to me. Do you really love
me?”
*

Keith

Lynelle, what was your intervention?

Lynelle

It was to stand up to him.

Keith

[to Jerrod] What effect does that have on how you felt about
Lynelle?

Jerrod

None.

Keith

It didn’t change it at all?

Jerrod

No.

Lynelle

At least they looked at me from a different point of view.

Counselor

So you felt a little better about yourself for sticking up to him?

Lynelle

Yeah.

The intervention was also an example of resistance to young men's power over
teen women and there were many others. The following are interventions tried during
the date-rape skit:
Corinne

[as the thoughts of the young woman being assaulted] "There is
no way I am going to let a man hurt me. Where can I hit him
that is really going to hurt. He has no right. I am definitely
going to stop this."

Keith

Your intervention?

Corinne

To be stronger. I'll get him any way I can.

Another intervention:
Martie

"Stop. Ok that's it. I am not afraid of you. I am going to
scream until someone hears me. I swear if your're going to hurt
me. I swear, [loud scream] Help me. I will kick you. Runs
away."
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There were also several quite popular interventions that involved trickery on the part
of female characters as a means of regaining control - despite the young men's
physical power over them. One young woman pretended that the "fish" for dinner
was burning in order to stop the rape. Another young woman pretended to get her
diaphragm, another told the boy she had AIDS. All the teens liked these interventions
immensely.
Another example of teen women's resistance to teen men's power was evident
in a story they told about an incident at school when young men were making fun of a
feminist topic history class which they had liked:
Erica

[defiantly] These stupid boys in my history class
saying..[mockingly] "I am woman, hear me roar.."

Martie

I don't care. I got a A in that class...This bulletin board that I
did that has all these women from back through the ages and
what they did and on top of it it says, "I am woman, hear me
roar."

Lorraine and Amelia also talked about this class in a positive and assertive way. In
fact, there were instances of resistance (or at least a desire to resist) indicated in every
one of the areas of powerlessness described above. Some have been mentioned
already. For example, the heated discussion in response to "Sally" 's control over
"Chrissy" seemed to indicate a desire for resistance to peer control. Martie was also
quite vocal about learning to be true to oneself and not being controlled by others:
Martie

That I was so scared, I was hurt so badly at so many times that I
was scared to let people know who I was because I was so
scared of being shot down again and having no stability
whatsoever. And in the end I was so defensive that I had no
stability. And if anything, that's how it has changed me. From
all my mistakes, I've learned something and I have brought
something with me. So, I mean, yes I am in all different moods
at all different times, but now at least I know myself. I know
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what I like. What I don't like. I know whether or not I am a
good person or a bad person.
The teen women also talked about taking risks with peers in order to be true to
themselves:
Corinne

[to the characters ridiculing the new girl at school] I'd like to
see each one of you alone. I'd like to see you have to deal with
me alone and actually be a person and not a group. A
collectivism of all the same person. Have you ever looked at
yourself? You are a carbon copy of each other. You have no
individual personality. I'd like to see you have to deal with me
by yourselves.
*

Martie

...If one person has the courage to speak out and have a
different opinion, a lot of people will follow or open their eyes a
little more. It just takes one or two people to make a basic
change and then things happen.

Keith

So one who has the power makes the change then it is going to
work?

Jenny

Well I think that...that is a risk she has to take. Maybe her
friends will follow her, maybe they won't. If they don't, then
she has a new friend that she has to get to know.

Keith

But then she will be ridiculed as well.

Erica

Well, I guess that is a chance you have to take.

Resistance to being controlled by parents was also a popular theme:
Karen

I don't really see any grownups. So I am not that scared of
them. Except for my mother, because she tells me what to do.
That’s why I don't do what she tells me to do anymore. I really
don't like people telling me what to do.

as well as resistance to alcohol and drugs. In the skit about the teen peer educator
who dies in a car crash, there was a good deal of challenge from the teen audience:
Sharon

[to Chrissy] Did it ever occur to you that maybe they
[character's parent who were telling her not to do drugs] were
right? That maybe what you were doing was wrong. Now that
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your friend has died do you realize that they actually made
sense?
Susan

[as Sally] "It's a coincidence. We had no control over it. It
just happened.”

Sharon

You had plenty of control over. You didn't have to drink. You
didn’t have to smoke marijuana.

One young woman in the group was actually a trained peer educator and the
character as well as the circumstances of the skit were partially created from her
background and experience concerning substance abuse. During interviews she said,
Susan

I am a peer educator, which means that I fight to keep children
and future generations away from drugs. Drugs affect so many
peoples lives, negatively and sometimes positively. I want
people to see that they can be accepted and happy being their
own selves, without having to follow in the shadow of someone
else.

In the area of institutional control, the fantasy skit about school described
earlier demonstrated resistance in this area. The skit was supposed to have been
broadcast and the students were hoping the principal at school would see it. Melissa
also talked about resisting control when she had a breakdown at an institution. "I got
physically violent...[they] had to hold me down.” Marne's story about being watched
by others through a one-way mirror during therapy also involved a lot of resistance:
Martie

Oh, I did everything. I flicked them off. I screamed.

In the discussions and writing about what they called "self-mutilation,"
although they generally talked about it as a problem, there was also language that
sometimes sounded (to me) like resistance:
Sharon

When I was cutting myself I was turned on by the pain. I felt it
was the biggest high I've ever had. That's why I cut my arm so
many times. Pleasure from pain....excitement from the relief
unburdening of thought - focus on the pain can be something
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that's real. Pent up frustration and anger - take out on
oneself...trying to rid yourself from the reality of life.
Somehow the scars/marks are symbolic of emotions you
feel...you wish to be...Trying to get attention, even though you
hide it.
Jenny

You hurt yourself to pay those back who have hurt you...As the
pain of it all surges through your body you feel like there's no
escape so you just sit there and cry. Wondering where it all
went wrong. Who stopped you and told you not to come back?
It'll pay back one day.

They also made a joke out of it. At one point they started playing with a microphone,
pretending they were on the Donahue show. Jenny introduced Martie as an expert on
clinical depression:
Martie

[takes on another role as the talk show host] Jenny, have you
inflicted pain on yourself?

Jenny

Yes, I guess from depression.

Martie

Well I also share bums on my arms which are from depression and needing to vent, having to place it somewhere. However, I
must say Jenny, your scars are a lot more pretty than mine.

4.2.1.4 Power-Over and Control in the Project
4.2.1.4.1 Ownership and Control
Within the project itself, the teens did indicate feelings of control and
ownership, particularly in the second year when I took more of a backseat. In both
years the teens developed the skits themselves entirely and several teens led exercises
but more so in the second year. Also, during both years of the project, the teens
really took over as the program neared broadcast time. They pulled it together and
made it work at that last moment. In fact, during the first year, they were helping me
when I became nervous about introducing the program live. They also kept the
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performance going when calls weren't coming in quickly enough - and did so under a
good bit of duress including extraordinary heat and technical problems.
During interviews, I asked the group to compare the first year to the second
when I did less directing and took more of a backseat role. Responses were
unanimous in favor of the second:
Sharon

I liked it. I liked it better. I mean it was cool when you lead
the group. But then again, we had to be in control sometimes
too. We had to have that ability to say, we don't want to do
this right now, can we do it later.

Martie

In all honesty, I liked the group better this year - And the fact
that you didn't play as big a role in it gave people a lot more
power to bring even more of themselves out than they could last
year.

After the final broadcast, Martie said her first thoughts were, "We are starting to have
options."
The teen women made a comparison between their experience in the project
and what they experienced in school:
Erica

And when we came here, it was so nice because we could just
be like - well, we don't want to do this. It felt good to be able
to be controlling instead of being controlled.

Corinne, Sharon, and Martie, the major "directors" of skits for broadcasts also
talked about their feelings of control over creative work:
Corinne

I also liked when things fit together and you didn't think that
they were going to. When you did something and you're not
quite sure that it is going to work but then in your mind you are
like, yes this is going to work. And people are telling you no.

Martie

And you are like, gotcha!

Corinne

You are like, I know this is going to work. Just trust me. And
it does. Okay. I can trust myself because I knew what I was
talking about.
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Trust in oneself, was a theme I heard over and over. In skits there was a great
deal of emphasis placed on being oneself:
Tess

[playing pan about an unpopular young woman] ’I’m myself. I
don’t have to be like them. I may be a bookworm, but at least
I’m myself. ’

During interviews both Marne and Corinne talked about trust in themselves and
wanting to please themselves only:
Corinne

I don't do anything to please him [their school principal]
anyway. So it wouldn’t matter to me if he liked it [die
broadcast] or non

Marne

Thai's what I have changed about myself. I don’t do anything
to please anyone, except myself.

In addition, there was some indicanon that the young women found the forum
theater exercises as helpful in learning to take control of situations through action.
Marne wrote. "I think this class is teaching me to become closer to conveying mental
thoughts to actions. *
4.2.1.4.2 Lack of Control in the Project
Although in general, the teen women talked about the project as a place where
they could do what they wanted to do, there were also times when they clearly did not
feel this way. During interviews Sharon and Glenn both talked about not liking the
"walking around’ warm-up exercise that we did in every rehearsal for two years:
Glenn

It just didn't seem to have the same son of affect, to connect
with everybody. It just seemed like something that - it was like
one of those things that when you do it. it's like, do I have to?
You know ?

Janet

You didn't have to.

Sharon

Well, you sort of felt obligated to.
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Glenn

Yeah.

At another time, many of the students became very upset with a guided
visualization/meditation, run by Keith, the counselor, about going back to childhood
and finding an adult to trust. Martie became so upset she ran crying from the room
and did not show up the next week. She talked about this experience during
interviews:
The group was a safe place for me I found. I truly felt uncomfortable once.
And that was a meditation that - for me I think meditation is a wonderful
thing. However, it has to be done in a very tactful way because there are
some things that people do not want to bring up in their minds or want to run
away from. And sometimes I think that you get so sucked into meditation that
it is almost like being controlled and you are not allowed to go and do what
you want to do. And sometimes you feel like you are concentrating on
something that you don't want to be a part of you. For me I freaked once. I
really freaked. That was the only time and that was solved from talking.
From saying - let's learn from this and let's go on. And that was fine for me.
That was the only time I ever had a problem. And I was under a lot of stress
too.
In final interviews Tess confessed that it had upset her that other students
seldom picked her to do exercises. For this reason, Tess often ended up with Natalie,
the college student intern, as a partner. This was obviously not a situation that Tess
wanted. I had not really taken notice of this until Tess pointed it out.
Natalie also reported that the young women privately told her they were
sometimes frustrated with the "creative" and "dramatic" focus of the project.
Sometimes, they just wanted to talk about things. In addition, Natalie observed that
very often, at least in the beginning, the teens seemed to all do the same thing during
improvisational exercises. One person would move or act in a particular way, and
others would follow with only slight variation. There were also, undoubtedly, many
instances when the teen women did what they thought I wanted them to do - even at
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times when they were supposed to be basing work on their own desires. For
example, in the "Space Invasion" game, I provided examples of improvised
"sculptures” that probably somewhat dictated (although not openly) the kinds of
images that were afterwards created by the young women. For example, I gave
examples of men moving in on women’s space on a bus. Most of the young women's
improvisations afterwards involved old and young men invading their space.
In addition to instances of lack of control within rehearsals, the teen women
also seemed to feel powerless concerning the affect of the broadcasts. When they
were asked about broadcasts possibly changing adults’ attitudes, their responses were
not hopeful:
Janet

Do you think that having broadcast a lot of your ideas, thoughts
and feelings would have changed any adults' attitudes?

Martie

No. I don't.

Corinne

I think that Mr. McKinney (their principal) even took this as a
joke.

4.2.1.4.3 Resistance To.Comro.l in the. Project
One major form of resistance to the project, and to me specifically, was acted
out using humor. There was often lots of joking around, sometimes specifically
directed at me, but I never felt it to be disrespectful. For example, the students, male
and female, mimicked my body language on a number of occasions. Several students
had great fun imitating this. For example, when we played the "guessing game"
students were asked to act out a character/role and the group had to guess who it was
(e.g., teacher, rock star, policeman). One of the teen men walked around waving
around his arms to show that he was playing me. Everyone found this very amusing
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including me. On other occasions, the teen women mimicked me as well. Again, it
was done in a way that did not feel offensive, more like affectionate teasing.
During other activities, there was also a good deal of fooling around that
countered my directions. During one long rehearsal the young women were supposed
to discuss their skit topic. Instead they began talking about everything else. On tape
Martie confessed that they taped over the original because they were, "goofing off and
being pornographic." When they did address the issue, much of it was done by acting
out humorous scenarios. At one point they all started singing.
During this same rehearsal, there was a great deal of resistance going on
generally. It was a long rehearsal, planned to enable the groups to create their skits
for the broadcast. It was also a day when I happened to be in a particularly bad
mood. In my own field notes I wrote " I'm in a bitchy controlling mood - more
authoritarian than usual." There was more resistance than usual also. Students made
close-up faces into the video camera, Jerrod made sarcastic remarks on the audio tape:
Jerrod

This does not relate to our life at all. What do you have to say
madam president? How do you feel about the new foreign policy
- Why are we doing a skit on it? Because we are smart.

Janet

What do you think might been done about this and what you
might be able to change?

Jerrod

I think I have the power to change my clothes, my hairstyle.

There was less sarcasm with the teen women but they did not challenge Jerrod as they
might have at another time. In one group the teen women whispered to each other so
the microphone couldn't pick up what they were saying. Eventually they tore up the
flip chart they were working on. When Keith came to intervene, they asked him to

Telling myself and Keith what they wanted, how they really felt, and what
they didn't like in the project was another major form of resistance. For example,
during the same rehearsal, I stated directions with a microphone since the room was
large and students were working in groups all over the space. Notes from this
rehearsal, (taken by someone else) describe these directives as follows:
Janet booms over the mic with continued directions.
Janet booms...they look annoyed...Janet is telling them to freewrite and they
just want to talk.
There was direct resistance to this unusually controlling posture of mine. On
Martie's group's tape, as I "boom" directions there were several annoyed responses:
Sharon

Alright, alright, [sounding annoyed]

Martie

Janet, just a note when you listen to this, you’ve got to get it all
out at the beginning. Sometimes when you get starting talking
you don't stop. Damn it Janet, we love you but we can’t keep
being interrupted.

Several
teen
women

WE HEARD YOU!!

And again later:
Martie

Janet, this is a little note for you when you are hearing this. We
all love you very much but when you get started talking you
don't stop. You have got to let us know everything before we
get into the middle of something, because it is hard to break and
come back to it. We all care about you, just a note. Get it out
all in one go. Thank you.

There was resistance during the attempted sharing time of this rehearsal also:
Janet

I'm trying to get a sense of what the day was like for you. We
did some new stuff today. Next time I am going to have you
tell the story again. Did anything come up in your discussion
about when you felt powerful?

Sharon

I felt powerful when I was walking around like a dead fish.
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Janet

Why were you doing that?

All

[Hysterical laughter]

Tess

I can't relax, I'm in a weird mood.

In general, the group was not in the mood for sharing or doing anything
serious. I suggested a meditation, which they usually loved but they didn’t want to do
that either. Eventually, they took over completely, with their own games and rituals.
The rehearsal became their agenda, not mine. At the end of this period, they
demanded to do an exercise I had done in the beginning but had not planned to do
again. It proved to be perhaps the most positive moment during the entire project, by
several teens accounts as well as my own impressions. The rehearsal is described in
more detail in the last section of this chapter.
There were many other examples of resistance to me although, again, it
generally seemed productive. For example, I once questioned Sharon about staying
on task in a group assignment when she had climbed up onto the lighting rafter:
Sharon

[from up in the rafter] I've fallen and I can't get down!

Janet

Are you going to brainstorm the connections? [This was the
assignment.]

Sharon

Yeah, [slightly irate] I'm doing it from up here!

Sometimes teens simply refused to do exercises, often openly but not always. For
example, it seemed to me that whenever I asked them to do an assignment outside of
rehearsal they did not do it. However, they often did do something that they wanted
instead. I asked them once to write about their fantasy for an ideal world. They
didn't at the time I asked. At a later time they one day walked into rehearsal all
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talking very animatedly about a future perfect world they had constructed together
while riding the bus.
Sometimes the resistance was much more direct. For example, when Martie
ran out of the room crying and didn’t come to rehearsal the next time, she was very
vocal and blunt about why she had done so. When I suggested doing a meditation the
next time on powerful moments in their lives, they all refused.
They were often very honest about what they didn't like. I mentioned the
example above when Glenn and Sharon talked about not liking the "walking-around"
exercise. Although Sharon and Glenn said they felt compelled to it, during the first
year at least one young woman, Susan, sat down and simply refused. At another
time, when Erica began playing piano (that was suddenly in the rehearsal room for the
first time), I suggested warming up by moving ’’with" the music and dancing around
the space of the theater. Afterwards Sharon said, "Ok, did anyone find that really
stupid?” Most said "YES!.” We then played a game of their choosing.
4.2.2 Power as Speaking for Oneself. Being Heard, and Being Understood
4.2.2.1 "There Are Many Ways to Tell a Story"
This phrase was chosen by the teens as the caption for advertising broadcasts
in the second year of the project. A desire to be heard and understood (what I call
’having a ’voice'") was consistently expressed throughout both years of the project
and, in particular, these young women wanted opportunities to speak those stories for
themselves. On numerous occasions they voiced anger and concern about adults, the
media, and even other teenagers attempting to classify, explain, or speak for them:
Sharon

I hope that if my mother watched this [the broadcast] she sits
there and goes, maybe my daughter did go through something.
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Because when I told her that I decided that I am not going to be
depressed anymore, I can’t deal with it, she said, "Oh a lot of
teenagers go through that." I’m like, I know Ma. I know a lot
of teenagers go through that. I don't think that it's right to
classify.
Karen

That's what I hate. Lots of grownups and even kids my age.
When they address me, they don’t address me. They address
the group teenager, them, girls, young women. It is never
Karen, the individual. I think that is the reason why I have so
much trouble.

Erica

I think that our parents should stop thinking that we live in their
time that they were teenagers and they'll "get" where we live and what we have to deal with.

During interventions in skits about problems with peer and family interactions,
the teens also made many appeals for individual acknowledgement and understanding
instead of group categorization. They wanted to be heard and understood as specific
individuals, or even specific groups of individuals but not generalized into an
amorphous "teenager" definition. They seemed to want to show different "sides" to
the issues so as not to represent any one group view. For example, during the alcohol
and drug abuse skit, various views on substance use were exhibited in the different
perspectives of each character. And, the one group identity that they did choose, to
see themselves and call themselves "women," would probably not be an identity
chosen for them by others.
Very often, not only did these teen women cite examples of not being seen as
individuals, they regularly expressed feelings of not being seen at all or not taken
seriously. Several of the teens, male and female, talked about their age group as not
being taken seriously because they are in-between childhood and adulthood - "between
heaven and hell" as one student said, and as Sharon put it,
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...too old to be cute and too young to know anything. If we act cute to get
attention then parents think we are acting stupid. If we try to express our
opinion then we are not taken seriously because we don’t [i.e., not considered
to] have one.
Sharon thought that teens' problems were a consequence of not enough attention in
general, and she wanted this to be a focus of the broadcasts:
So I personally think that that's one of the objects, that we should show the
community that that's why we're screwed up, that they won't pay attention to
us, to what we need and what will help us.
The following section includes different 'stories' of the young women's experiences
and desire for voice and understanding as sources of power.
4.2.2.2 Friends. Support and Communication
One way these teen women expressed opportunities for being heard and taken
seriously was through friendship. There were countless examples mentioned
throughout the project. The importance of open communication, sharing, and
listening was an important part of this. They often talked about supporting friends
who were in trouble during the sharing time at the end of rehearsals. Martie, for
example, mentioned feeling responsible for friends who had recently attempted suicide
and that helping friends was, for her, a source of power:
...And besides that I also counsel a lot of my friends and that also is a big trip
for me. If you know that you kept someone alive. Or you kept someone from
jumping put a window. Even though it runs you down you feel like you
helped someone.
She also talked about support that she got from friends. Celeste talked about her
depression being a consequence, partly, of separation from friends who now lived
several hours away. Many talked about the importance of the project as a means of
creating special friendships.
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The theme of friendship, communication, and support also emerged in the
dramatic skits and improvisations. In the skit about a young woman contemplating
suicide, it is a friend who intervenes, shows she cares, and tries to talk the young
woman out of it. The interventions during this skit generally were about friends
finding ways to better open communication and show that they really cared. In the
skit about a young woman physically abused by her boyfriend, again, it is her best
friend who intervenes and helps her. During Forum Theater, some of these
interventions were quite emotional. At one point, Corinne [as the friend] and Martie
[the abused] both broke down crying when Martie finally opened to her friend's help.
Afterwards Keith asked them what had made the difference, what had changed:
Martie

"Hearing her [Corinne] tell me all the things from a different
angle. When I was in a relationship I had one perception. And
to have her be there, caring so much. To try to show me. It
kind of gave me a clue that something had to be wrong."

"You are not alone" was what Martie thought to be the most important
message of the broadcasts - and one that she felt they got across. It was clearly
extremely important to all the young women in the project that teenagers and adults
know this. According to Sharon,
The subject of depression is one that a lot of adults are afraid to face, the
subject that their children are depressed and then their children are like, "Oh, I
guess I am the only one because my parents don't want to face this," and then
they start doing all this crap because they think they are alone.
In discussions about what to do about problems, talking and communication were the
answers almost always suggested by the young women. During the mother/daughter
conflict skit, the most popular intervention was when the mother explained her
feelings to the daughter. The same kind of intervention brought positive response
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during the "The Dysfunctional Brady Bunch" skit. Martie said that one thing she
learned from the project was the importance of trying to talk to her mother more.
During skits and personal sharing time, support and communication with parents and
peers was continually voiced. At the end of the broadcasts, Martie's advice to the
audience and community was,
I think that what I would like to see is people talk more. I think that we look
at things from a one-sided perspective most of the time. And I think that if
parents are always going to make themselves be on top of a certain situation,
that the child is going to fight back. And I think that the best thing that you
can do is get into a situation where people talk and share. If you act more like
friends and you share where you are coming from I'm sure that you can meet
half way. I think that the biggest thing in society that we need to work on is
talking. Basically, letting each other know this is where I am coming from.
This is where you are coming from. Let's meet in between.
When a mother in the audience asked what to do when daughters pushed away
mothers' attempts to communicate, Martie said,
I think that happens a lot. You have to persist. Suggest activities with your
daughter that she wants to do.
4.2.2.3 Alienation and Invisibility
The young women continually talked about feeling alone and alienated.
Martie, Celeste and others talked about feeling completely alone when growing up.
According to them, they "raised" themselves and "made" themselves, and they had to
because there was no one there. "No one who cared." During sharing time, I often
felt a sense of aloneness and invisibility communicated. For example, Jenny read the
following personal writing:
...the highway weaving through the hills. Alone in the apartment. Watch as
the sun spreads, pink light through the sky. And the black sky slow sets in.
The cars with their bright lights drive by from a distance. You watch, you
know they're there but they can't see you.
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During the body "sculptures” exercise, the teen women constructed images that
suggested themes of "being shut out...craving acknowledgement...and being ignored"
- by their own interpretations. These sentiments were associated with not being heard
or understood. "Alienation [happens] because people don't want to understand or
learn." During one rehearsal students wrote (anonymously) about what alienation
meant to them. The following are excerpts:
I write these crooked letters because I'm not sure of myself. I see those
people over there talking and laughing together. Together. That’s a funny
word. I am together with myself because I am not together with them having
a good time. I see those people. They are Happy and I want to be Happy too.
I can't think of a time when I was truly Happy.
Alienation feels like not being accepted but in some way you are. Like if
you're friends with someone and they invite so many of your friends
somewhere and not you and you feel off in a distance. Or it could be if you
are not always there in your mind but your body is still there. Not being
accepted in your own way if people don't like you because you're weird in
some way so they try to stay away from you.
Alienation. What does it mean to me? The way I feel is like this...At school,
at home, with my friends, I know everyone looks down on me. I'm not like
everyone else is. I admit, I'm different. I'm glad I'm different, but not
always.
I'm always so happy and hyper. I like to be cockey. That's great, except for
when I'm serious or would like to be heard - no one takes me serious - no one
listens. This makes me feel like maybe I should become like everyone else,
because, what I think is boring. Will it take something severe to make people
see me? Differentiality!
4.2.2.4 Depression and Not Being Heard
Depression was continually related to not being understood, heard or taken
seriously. Other problems were associated with this. The "Stress and Depression"
skit - which the young women referred to as the "mental anguish" scenes - is about
alienation and not being heard. Many of the young women thought this theme was
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most important to them. As Erica said, "stress and depression is everything.” Others
agreed:
Martie

I really want to do the mental anguish inside [theme] because
that's what's really closest to me, the mental anguish inside.

Tess

I want to do the depression link, like the no one cares [theme].

All four vignettes in this scene relate to being misunderstood and alone or not heard.
In the first, the mother will not understand her daughter's desire to wear fashionable
clothes (like everybody else), appreciate her interest in art, or listen to the problems
she's having. During the Question and Answer (in character) period the daughter was
challenged by a teen audience member about not trying to communicate honestly with
her mother:
Susan

Anna, why don't you stand up for yourself? Why don't you let
your mother know how you are feeling?

Martie

[as the daughter] "Because everything I tell her, it is just the
same thing. She gets defensive. I am never right. She treats
me like a child and I am inexperienced and I don't know
anything."

In the second scene, a young woman is depressed and thinking about suicide:
Erica

"My life sucks. The worst life a teenager can have, and I have
it. My family seemed to stop caring as soon as I hit high school.
My friends don't care if I come or if I go. Iam failing all my
classes. My boyfriend doesn't care about me anymore. Why
can't you help me [looks heavenward]? "Why can't anybody
help me? [knock off stage] "Come in."

Jenny

[a friend] "Audrey, what’s wrong?"

Erica

"Nothing."

Jenny

"Tell me what's wrong. I am your best friend."

Erica

"Everything is wrong, okay? Friends, family, everything."
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Jenny

"I thought everything was going fine.”

Erica

"I just say that to hide it."

When an audience member asked why the character is so "closed off," Erica
responded,
She feels alienated, doesn’t trust, doesn't know who to turn to. Nobody gets
it. People don't listen and don’t understand."
In the third scene, a young woman is being beaten by her boyfriend. When her best
friend tries to intervene, she refuses her help and pretends it's not happening. When
the boyfriend returns, he threatens her with more beating to keep her from telling the
friend and revealing the truth:
Jerrod

[as abuser] "Well, I hope that you weren't telling Cathy
anything."

Sharon

[girlfriend] "I wasn't."

Jerrod

[threatening] "You best not. You hear me. DON'T EVER
TELL HER ANYTHING!"

Sharon

[pleading] "Don’t beat me."

In the last scene of the skit, the "new girl" in school is taunted and rejected by the
"in-crowd" group:
Martie

[as new girl] "Everyday it's the same thing. "Where did you get
your clothes? Your mother dresses you funny." I am sick of it.
I’ve moved so much that I've never really had time to make
really close friends. And everyone picks on me because I am
different. I wish for once, I wish they would just accept me."

Although being misunderstood and not being heard were most often voiced in
reference to problems with mothers and peers, the theme was by no means limited to
these issues. One thing that several teen women talked about, Sharon, in particular,
was their concern that adults, in general, do not take teens seriously and do not
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understand that teens are in real pain - that stress and depression are not just an
adolescent phase to be dismissed as no serious problem:
Sharon

One thing that I really want the community to know - as an
adult factor - is if you just look at how many kids are selfmutilating themselves. People are jumping off of bridges, and
how many people are putting guns to their heads. And the
grown-ups are just like: I know what that's like. They're going
to get over it. They should just think about it. I mean just
because they got over it does not mean that it's not any harder
for us.

Jenny

Society needs to understand more about their kids because they
are not noticing how screwed up some people are.

At another time Sharon read the following from her personal writing during class:
I sit inside my psychological box of walls confined - no one cares. They don't
realize what I'm going through. They don't really. I'm not just a normal
teenager. They think I am. They don't realize that I just need a friend. They
think that depression is part of being a normal teenager.
In most areas where the young women expressed powerlessness, they also
indicated feelings of being misunderstood and not being heard. The following are a
few brief examples of the teen women's concerns about not being heard in the specific
areas of teen men, adults/parents, alcohol/drugs, peers and institutions/schools.
4.2.2.4.1 Teen Men
Notions of being misunderstood and not being heard by young men were
regularly voiced. In the example earlier, the young women were ridiculed by young
men at school for having an interest in women's history. At the end of weekly
rehearsals, the young women generally seemed to have no expectation that their
personal sharing would be understood or listened to by most of the teen men. When
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the young men withdrew and avoided participation, the young women did not seem to
notice.
Lack of understanding and "hearing" between males and females was perhaps
most strikingly evident in the characters they created for the date-rape skit. During
the rape scene there are four people on stage. For each male and female character in
the scene there is also a character representing her/his thoughts. The following
dialogue reveals continual misunderstanding and "not hearing" between genders:
Lynelle

"Buster, I have to go."

Corinne

[Lynelle’s inner voice] "What is he doing? Oh my God, I am
so scared. I have to get out of here. Why isn't he listening to
me? I thought he cared about me."

Craig

[Glenn's inner voice] "What is going on? Why is she resisting
me? This is what we both want after all, isn't it?"

Lynelle

"You are hurting me!"

Glenn

"Pain is pleasure, baby, and I am delivering."

Lynelle

"Stop! Stop!"

Glenn

"I know you want it."

Lynelle

"Stop."

Craig

[inner voice] "Good. I finally gave her what she really
wanted."

Corinne

[inner voice] "He is hurting me so much."

4.2.2.4.2 Parents/Adults
Instances of not being heard by parents and other adults were numerous.
Several have already been mentioned and the teen women were particularly focused on
problems with mothers. When I once challenged the young women about the validity
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of their depiction of mothers (as selfish and uncaring), there was an instant chorus of
voices confirming that the stories were accurate and from personal experience:
Lorraine

My mother is the most irrational mother you have ever met.

Melissa

You haven't met my mom yet.

Erica

My mother and I have a lot of problems but we never talk to
each other.
*

Martie

I’ve been trying to talk to her forever. She never listens. Well
sometimes we talk and she says she's sorry and things will
change - but then the next day it's back to the same.

Several young women talked about their mothers misunderstanding the project and
their reasons for being in it:
Sharon

My mom got mad at me when I was playing the mother and
yelling about the grades. My mother didn't call in because of
that. She was ripped. She thought I [herself as the mother
character] was based on her. And I was like, "Did you pay
attention to the introduction"? [It was explained in the
introduction that all stories were composites and that none of
them represented real people].

Karen

My mother totally did not get anything. And she didn't even
believe I was coming here. And when I wasn't here last night,
she said, "Where were you?" I think she is senile. I really do.
She just totally does not acknowledge anything. She always
flips out. She just thought I was coming here to meet guys.
She really thought that!

The teens often portrayed other adults as generally 'clueless* and 'not getting
it' as well. Many times this seemed to be because the adults continued to think that
being a teenager was something they could know about from their own experiences.
Again, the teen women opposed this generalized representation of what it is like to be
them:
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Erica

I don't think that our parents really understand a lot that we go
through. They may say they do. They may say, "Oh, I was a
teenager once." But it was different. They think every teenager
is going to be the same. Well, it's not true. Every single one is
different. Every year that goes by is totally different than the
one before.

In some cases, adults were portrayed by the teens not as incapable of
understanding, but as refusing to listen and refusing to understand. For example, in
the date-rape skit, there is a scene depicting different individuals' reactions to rape.
One character, "community member #3," drew the biggest response from the (teen)
audience during the Question and Answer period. Community member #3 is an adult
woman who simply refuses to acknowledge that rape can happen to anyone and that it
is not the woman's fault when it does happen:
Jenny

[angrily] Do you have any idea of what date-rape is?

Corinne

[as community member #3] "Like I told you it is an excuse
women use when they get involved in a situation they can't
handle."

Jenny

Obviously you are totally ignorant of everything around you or
else you would have some idea.

Corinne

"Well, you are just probably one of those common woman who
uses that excuse."

young
girl

How would you feel if one day your husband couldn't get up
and you had to go to the store or something and one day you got
raped?

Corinne

"You know, these are totally hypothetical situations, how am I
supposed to answer if I don't ever believe that is going to
happen to me?"

Melissa

The lady who lives in back of me, one day some guy climbed
through the windows and raped her. What if that was you?

Corinne

"My windows are locked."
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Melissa

What if he smashed the windows, broke in...?

Corinne

"I mean, if you hear smashing glass, maybe you should get out,
go to your neighbors. I mean I know my neighbors and they are
very upstanding members of the community, which I know
would not rape me."

This argument went on for sometime, became quite heated and never moved any
closer to a mutual understanding. Community member #3 would simply not ’hear’
anyone else's point of view - no matter how many facts or evidence were given to
support them.
On several other occasions a few teen women indicated that they thought
parents and adults felt misunderstood as well. During sharing time, for example,
Martie talked about a face she drew that was half in the light and half in the dark:
...[this is] something about surprise or angry because that’s mostly the emotion
that people feel about the world and their outlook - they have to go to work
and - they get all angry or distressed - I feel that people are half in the light
and half doesn't know what's going on and they can't see the way that people
really are. They just acknowledge the outside and don't know the way people
really are.
At another time Martie also said,
I think parents are like grown up kids. They're just like us and they're trying
to raise children and be responsible. They don't know what they're doing. I
don't blame my parents anymore. They're just people.
When creating the mother/daughter conflict scenes, the teens also talked about how
mothers had a hard time working and taking care of kids:
Erica

I think that her work really stresses her out and I think that -1
don't know. When she comes home she is just really stressed so
that when she comes home, she just starts yelling about stupid
things.

In the "Dysfunctional Brady Bunch," the father character talks about how hard he
works and that no one listens to him:
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Mark

[as father] "Jack Daniels is the only one who listens to me!"

At another point in the skit.
Mark

"I don't care! I work nine to five. I bring home the paycheck.
Give me my Jack Daniels - someone who listens to me!"

4.2.2.4.3 Alcohol/Drugs
The father turns to alcohol, the mother in the skit turns to drugs. Using
alcohol and drugs was also a way the teen women talked about coping with not having
a voice and not being heard themselves. During rehearsals, Melissa acted out a
situation in her own life when she tried to talk to both her mother and a friend about a
serious problem she was having. Neither listened so she "just got high." Another
young woman (anonymous) wrote the following:
I started doing the IV use when I moved away from my home town into a new
one because of my father's getting a new job. At first when I went to my new
school everything started out fine. Then as the weeks dragged on everybody
started to ignore me and use me, that's when I turned to using. It was the
only way I could feel good.
During the alcohol abuse skit, one character says,
Sharon

"But you don't understand what I go through in my life. It is so
much easier to do drugs than to listen to my parents yell at me.
It takes so much of the pressure off."

And, during the Question and Answer period:
Hal

"That's the reason that she [Chrissy] does drugs and stuff like
that - because she can't speak for herself."

4.2.2.4.4 Peers
Perhaps the most striking example of teen women not having a voice with
peers was exemplified in the character of Chrissy. Sally's control over Chrissy is
played out in terms of voice as she literally speaks for her. The following is from
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Question and Answer period when the audience challenges Sally for controlling
Chrissy:
Susan

Teen
Audience
Member

[as Sally] ’’Chrissy is very shy and sometimes she needs a little
encouragement. I am not doing anything wrong. She is my
best friend and I love her. What, you want her to just sit up
here and go ’um, urn...' because that is what she will do.’’

Why don't you give her a chance? She hasn’t got a word in
edge wise.
*

Another

I think if Chrissy were alone she would be saying things a lot
different. I can see the pressure on her just sitting beside you.
She is nervously twitching. It's not about us and our questions.
It is about you and your pressure.

There are many other examples during the project as well, in skits as well as
discussions:
Jenny

[as the new girl in town in the "Stress and Depression" skit] "I
feel like no one's listening, you never pay attention, all you do
is make fun of me...you never care, you never listen, you just
stand there in your stupid little clothes."
*

Tess

[during interviews] Sometimes I feel like you can’t really say
anything because you are always going to be criticized in what
you say. Like in my English class, I am constantly being picked
on. And when I stand up to it, it doesn't matter. So they really
make me feel very uncomfortable. You know, maybe because
of my weight. Maybe because of the way that I talk. They
don't make me feel good at all.

4.2.2.4.5 Institutions/Schools
The young women generally did not feel heard or taken seriously by the
institutions they come into contact with. When they told the story (related above)
about trying to visit a friend in the mental institution, I asked them what they would
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have liked changed. The response was that they wanted to be treated with sensitivity
and respect, to be heard and taken seriously. Examples of the teens' own experiences
in mental institutions reflected similar desires. Jim (the most emotionally expressive
and communicative male in the project) related the following story:
...like this guy I heard about in Vietnam who lost all his body parts and
couldn't communicate. He wanted to tell them that he wanted to die but no
one listens and no one can hear. I cannot live, I cannot die. But they kept
him alive. He had a mask on his head with pins on it - they didn’t know who
he was, no one could understand. I was trying to tell them [in the institution]
what I felt and no one believed it. I related to that story - that could happen to
me.
Several young women said they had felt the same in their own experiences in mental
institutions.
The fantasy skit they created about school (above) vividly described the young
women's feelings about their ability to be heard there. In the skit, they are literally
fed the material the teachers want them to learn. Not only are they not heard, but
they are incapable of speaking at all since their mouths are blocked by a funnel and
mouthpiece through which the information is poured into them. Susan and Corinne
also told stories about their school principal not listening to them when they asked for
permission to have their play about AIDS performed at the high school. This
discussion came up when 1 asked if they had opportunities to be heard at school:
Corinne

Well, yeah. We can go down and talk to him at any time. I'll
tell you about the conversation that happened with me and
Susan. We were in the play "Secrets" and we went to this
conference in Norwood for S.O.S (Students Organizing
Students) and she got a comment in the paper. It said something
about how - Okay. Mr. Mckinney wanted to make a rule when
we did "Secrets" that ninth and tenth graders couldn't see it, that
only seniors and juniors could. So Susan was quoted as saying.
"I am a sophomore and I was a director, so I guess I can’t be
there to see it." And he got so pissed at her. He called her
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down. And he was like, "You have no right to be disgracing
this school the way that you are." He is like a dictator in a polo
shirt just yelling at us. I came in late and I walked in at the tail
end of the conversation. And he was like, "I am kind of upset
that you would put that bad reputation on the school. You
should be thanking me. I am the one who got you all your
dates. ”
Martie

I don't care if he is my school principal, if I was in that
position, I don't care who he is, I would completely voice my
opinion at that point. I would try and keep my language
controllable. I would say this is a bunch of bullshit.

Corinne

The thing is Martie, he didn't even give us that opportunity.
We were in there, we were talking. Susan went to say
something and he said, "as far as I am concerned, this
conversation is over.” He got up and showed us the way to the
door and we didn't even get to say anything.

4.2.2.5 Resistance To Not Being Heard
Whether or not they were heard, several of the teen women talked about
making sure that they stood up for themselves and spoke for themselves. In the same
way that they wanted control over their own lives (even if they could control nothing
else), they also desired the ability to say what they wanted, even if no one listened:
Martie

...it has got to get to a point where you stand up for yourself
otherwise you are going to be dumped on your whole life.
These people need to know, you have to stand up for yourself.
You have to make your mark.

At another time she talked about speaking out at school.
I am at a point in my life where if I am upset, I let it be known. I come out
and say it...If I am in a class and someone is saying something - I was in a
class this past winter and we were watching Pearl Harbor get bombed. A
bunch of boys in front of me were yelling, "bomb them, kill them." And I
stood up in the middle of the class and I started crying. I said, "Look, these
are lives. These are people. These are children. This is real. This is not a
show." No matter where I am I let people know how I emotionally feel. I
don’t care what people say. It doesn’t bother me.

176

Many of the examples mentioned in the previous section regarding resistance to
control were also instances of resistance to silencing. For example, "standing up" to
teen men," speaking out against peer pressure, and refusing to do exercises they didn't
like all seemed to indicate an on-going attempt to be heard.
Destructive Attempts
When talking and communication didn't happen, the teen women related
several ways that destructive attempts at being heard might occur. Several of them
had attempted suicide and it seemed that all of them had friends who had done so.
Martie said she had fifteen friends who had tried to kill themselves. Sharon, Carrie,
Melissa, Martie and others talked about their own experiences with suicide attempts as
crisis-call responses to depression and feeling that no one would listen.
Self-mutilation was also a topic that many of the young women were interested
in because they had intentionally cut or burned themselves. And, this too seemed to
be partly a call for attention, a desire for their pain to be noticed. Sharon talked
about it as a call for "attention" and both she and Martie expressed pain about their
parents' not noticing and not responding to the scars:
Martie

It took 6 months for them to notice that I burned myself
[referring to self-inflicted cigarette bums on arms] and all she
said was 'pretty stupid huh'? and I said 'yeah'.

Sharon

It took my mother weeks to notice too.

4.2.2.6 Speaking For Themselves and Being Heard in the Project
When asked if she felt different about anything since she had been in the
project, Sharon said,
I feel like I am going to open my mouth a lot more now. I won't let people
walk on me.
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Many of the young women expressed similar sentiments about their experience
of the project. The following section presents different ways in which speaking and
being heard were demonstrated and sometimes not demonstrated in the project.
Topics include trust, friendship, and support in the group; open expression, letting go,
and honesty; importance of a defined space and time; self-trust and group identity;
and public recognition.
4.2.2.6.1 Trust. Friendship, and Support in the Group
The atmosphere of trust and caring in the group was perhaps best described
when participants from the first year described the project to in-coming students at the
beginning of the second:
Martie

It’s really like one big family and about trust.

Susan

It’s basically what you're feeling...culminating your thoughts
and feelings. Like a big family. And if any of you [to the new
people] ever have a problem or you feel bad, come to one of us
and talk about it. Last year everybody hated me and then
Martie talked to me and it was OK.

Martie

Yeah. You can really just talk about it. I love to talk. If
anything's happening, then just communicate to someone. I'm
really into talking about stuff.

Erica

I'm everyone's therapist.

Tess

Yeah I had a problem [last year] but it's OK.

Martie

[to Tess] Yeah, I have nothing against you. We had a problem
and now it's fine.

Celeste who was new to the project and new in school said she hadn't felt that she
belonged in school yet. The group immediately told her that she belonged ' here in
the project.
Several

We love you. This is like a family.
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During final interviews, friendship and support in the project were often
mentioned as the most important part of the experience:
Jenny

I made some great friends while I was here. Definitely.

Martie

Friends, bonding. Learning to work with other people even
when you just want to be alone and don't feel like anything.

Tess

Everybody did a good job of cheering ourselves up.

When I asked them if the project helped them to deal with problems, several also
referred to the group support:
Tess

It helped me realize not really what my problems are but it did
help me to figure out what to do. I would think in my head what would the group suggest? Because I wasn't really being
judged there like I am other places.

Janet

What's the first thing that comes to mind when you think about
this project? Did it affect any parts of your life?

Jenny

Communication. I think it brought us all a lot closer together.
I think it helped our communication skills.

Erica

Yeah, I think that it did too. You felt like you were closer to
people and you had a reason to be nice to people. It was kind
of cool.

Karen

I didn't really find closeness, but I found friends. Like with
Celeste. I didn't know who she was, but now I talk with her. I
had never talked to her ever. Just through this thing I found out
what kind of person she is.

During rehearsals, particularly in sharing time at the end, there was usually
support and acceptance offered for members' problems and feelings. For example, in
the second year, Sharon had recently given up alcohol and drugs and talked about
quitting in order to help Celeste and Jim who both had current drug problems. The
teen women also related to one another about serious depression and breakdowns as
mentioned earlier. It appeared that during these moments they felt accepted and
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heard. Several young women also talked about how they related to people in the
project who they would not ordinarily talk to school. Since the project started, these
barriers had also begun break down in school, outside the project.
In some of the exercises, listening, relating and understanding were a required
part of the experience. During the "Pilot/Co-pilot" exercise, students pair off, both
close their eyes, and one person (the pilot) relates a story about something that has
happened to her/him that is still felt to be a problem, something that is still
unresolved. The other person (the co-pilot) simply listens, trying to get a clear image
of the incident in her mind. Afterwards, each pilot and co-pilot "sculpts” an image
that represents the incident, using other participants to create the sculpture. The story
is never verbally told to the group. The pilot and co-pilot also do not look at one
another's sculptures until the end and all of this is done without talking. The audience
then looks at the two different images and compares them, saying what they see.
Each person obviously brings her/his own experience and perception into both creating
and interpreting the images. The pilot image is therefore generally quite different
from the co-pilot image even though both are made about the same incident.
However, during this project, we all regularly noticed that co-pilots images' were
extraordinarily similar to the pilots'. It seemed that they were listening and relating to
one another's stories quite closely. In any case, the young women seemed to enjoy
the opportunity to privately tell stories and then share them with the larger group in
this safe, unspoken, manner.
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4.2.2.6.2 Open Expression. Letting Go. and Honesty
The atmosphere of open expression was also mentioned by participants in the
beginning of the second year when describing the project to in-coming students:
Martie

It's not like in school with tests. You get to do things you
wouldn’t normally do in everyday environments. It's easier to
open up.

Erica

I did things I wouldn't normally do. Usually I can't act as
myself.

Jerrod

Skits are about myself. It's about letting yourself go...about
letting, getting in-sanity. It's about letting the insanity happen.

Jim

[new student] I really don't know how to act.

Martie

You don't need to know. It's your real innermost feelings.

Sharon

Let it out.

Jerrod

Yes it's about letting yourself go.

I was surprised at how quickly the group moved into open self-disclosure in
both years of the project. In the first year, at the end of the first class, Corinne read
poetry she had written about incest. By the second class, many of the teen women
acknowledged deep problems, personal breakdowns, and depression. At the end of
the first year, Sharon said that she told things to the group that she had never told
anyone.
By the second class of the second year, there was even more self-disclosure at least with the young women. I asked someone to share a story in order to create a
skit and demonstrate Forum Theater. The skit never happened that day. As Sharon
began her story, everyone in the group began telling their own stories about parental
drinking, broken homes, problems with divorced parents, self-mutilation, teen suicide,
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depression and hospitalization, parents ignoring or getting angry about their child’s
depression, parents not being around, child molestation and what it had done to the
family, and parents as "grown-up children.” [This conversation involved female
participants and Jim only. The other young men withdrew to the back of the room,
clearly uncomfortable.]
4.2.2.6.3 A Special Time and Space
When the first sharing time happened in the first year, Erica came to me at the
end to tell me that she had been a horrible mood before this, but now felt good.
Having a special time and space for this expression seemed to be quite important to
the teen women. Honesty as a means of self-acceptance seemed to be stressed quite
often. As Celeste said at one point, "it [honesty] makes you feel serene - everything
[bad] you've done is suddenly erased." During final interviews several students talked
about the significance of having a place to go for this:
Martie

...You have to consider that for me, anyways, it's better than
laying on the couch, watching TV, or chain smoking. It was
something positive to do and it let out a lot of stress. It was a
place to get rid of things and do something good.

Tess

Opening yourself up. We got to know each other. And we may
not speak to each other very much in school, but here we could
talk to each other.

Martie

This was a place to get away. And it really didn’t matter what
was happening outside the group. It didn't matter if you had a
lousy day at school or not - it was a whole different place.
Society and life I thought really didn't matter. I'd come being
stressed or worn down, but it felt like a castle. You were in a
whole different place. It was like a whole new world.
*

Jerrod

...[joking] 'a place where everybody knows your name’.
*
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Martie

It was a safe haven. You could come relax, get a load off,
share, love, be loved. Leave, face my week and come back. I
had something positive to work on. I was performing, which is
what I love. New ideas for meditating. I find that I reach a
point where I can't draw as well, or I can't write my poetry as
well and then a lot of times when I come here I can go home
and fly through something. Artistically it makes me take off. I
need that. I wish I could have it all year round.

At another time she said,
Martie

I remember I had some really, really rough times at the
beginning of this year, some horrible times. And I remember
saying to myself, Okay - our goal is to get through however
many days there is until that Thursday class. I used the class
too as a goal. I have to get through these many days and I have
to get through this so I can get to my class and do something I
enjoy. And by the time I got there, I remember everything was
left at the door. And, I could just relax and I could calm down.
And I had time to work on myself and I needed it and it was
absolutely fantastic. It was like a goal for me and it was almost
like a reward at the end of the week.

Martie also talked about how she attempted to re-create this "whole different place"
for creative sharing with friends near her home:
I have my friends at the private high school where I live. We do group
meditation together. I started that last year after you [Janet] wowed me with
this one that was just amazing. I’ll never forget. I went home and I said,
’Hey we are going to do this'. And we did. And people were amazed. I
managed to get people to that level. We go hiking a lot. We'll go do that.
We’ll meditate together. We share poetry. We read poetry of published
people. They're all gone right now for two or three months. So I don't
know what I am going to do with my energy right now. When I need it most
that is there. But that was initiated by this group!
4.2.2.6.4 Self-Trust and Group Identity
According to the teens, a certain individual and group identity grew out of the
experience. When describing the project at the beginning of the second year Sharon

Sharon

... we' re sexless here.

IM
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Others

What? I don't know if I'll buy that...

Sharon

I mean, like when you don't tell what sex you are on a job
application. Everyone's the same.

Although they did not all agree with the "sexless” assertion, there did seem to be
general agreement about a sense of group identity and equal footing among group
members. During final interviews, several participants talked about changes in their
own identity out of the group experience. Having the space for honest expression
seemed to foster a sense of individual identity:
Mark

I know what Martie means because. Actually, I don't know
what I was like before the group in a sense. For some reason
the group has motivated me. I go through a lot of the songs and
poetry I wrote a year ago. Now I have been going through
them. Half of them I don't remember writing. Half of it I am
surprised I could write. I look at myself now and I say - yeah, I
could do that. Also my group's individual project where I
played the drunk, abusive father, made me a nicer person. I
realized that I am glad that I didn't turn out to be an asshole
because if I was I would be a really major asshole.
*

Celeste

I live in two worlds, here and in Boston [where she just moved
from] and I don't feel like me in either. This is the only place
where I can be me.
*

Janet

In what areas of your life do you feel like you can do what you
want to do and say what you want to say?...And it's heard and
listened to.

Sharon

I am not afraid to face myself anymore. Before I was afraid of
what I could do to myself. And I was afraid of what other
people could do to me. And now. I don't care. I just don't
care anymore. I care about myself and I care about other
people, my friends. I feel more powerful.

Janet

Do you know what that comes from?

Sharon

It comes out of being in the group and realizing that through
thick and thin somebody is going to be there.
184

Erica

Through this whole thing I feel now that if somebody doesn’t
like the way that I am, I don’t get upset about it. Sometimes
when somebody says something to you, you take it personally.
But now, I totally really don’t care what people say because I
know who I am and I know what I want to be like. And I know
I don't need to listen to them or even take into thought what
they are saying about me.

Janet

How do you feel that you got that sense of self, knowing who
you are...?

Erica

Because, it's like - you know how after meditation we could talk
or whatever. And after doing that it kind of felt like other
people are like me too. They don't like being put down. They
take it in, but then eventually they don’t listen to it anymore.
And I always took it in and I always took it personally until I
started doing this.

Janet

So it was from hearing that other people felt the same way?

Erica

Yeah.

Karen was the only participant who voiced a contrary opinion about this. As others
were talking about ways in which they had gained a sense of identity, she pointed out
that she didn’t agree with any of it:
I don’t feel like that ever...I always listen to other people because I am not a
strong person. I take it all in, that's what I do. I listen to them. I am really
not my own person. Maybe through this [the project] I have learned to listen
to myself also, but I still listen to them. So it's like my opinions mix in with
all theirs and it’s all inside me. I'm just one [inaudible word] person and I
don't even know who it is.
Although she felt that she had no individual identity, Karen was nonetheless able to
say that she felt differently from the other students. Martie and Sharon also talked
about a tension between their sense of individual versus general group identity and
about their 'selves’ as reflections and parts of everyone else:
Sharon

When I look in the mirror I expect to see a reflection...

Martie

But when you see your reflection you don't see yourself.
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Susan

I know.

Martie

Because when I look at myself I see myself differently than
other people see me - and I have no idea...

Sharon

And have you noticed how we have to wear these masks? I was
going to bring this up with my mom. I wear these masks and
we can’t show who we really are, so therefore...

Martie

I got me - after a while you begin to lose who you really are you're no longer one person. You're basically pieces of
everybody else. In the beginning, everyone is the same because
we all have these masks on. The feelings we feel may be
different, but somehow we all connect - but when the masks are
removed, we become an individual and show what's really
behind the masks.

4.2.2.6.5 Public Recognition: Being Seen and Heard by the Community
Positive responses to the public broadcasts were a way in which many teens
said they gained power in the project. That they were recognized, seen, and heard,
seemed to be very important to them:
Corinne

When, like strangers, like you heard people go, "Oh, that's
really good." Or people are going, "I saw you on T.V. and you
were very good." After our performance for like the next three
days, teachers and kids were going, "I saw you on T.V.; you
did such a good job." And then you don't want to be all like,
yeah it's a normal thing.

Martie

That is the biggest reward I get, is when it's all done and I get
to hear people say, "Wow, you really touched me there. I felt
that." Or just the applause or the smiles. That is the biggest
reward for me. I mean I am happy the whole time I am doing it
just because I am doing it. But at the very end the biggest
reward is when I hear, "You did really well." That's what I
thrive off. That's what I need.

Corinne and Martie also felt that their self-perceptions were improved by the
feedback. Not only were they recognized, but others had seen them better than they
had seen themselves:
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Corinne

I was surprised that other people -1 have an image of myself
and what I think I am and how smart I think lam, or how
clever I think lam. I was surprised when people thought more
of what I thought of myself. It was like, wow.

There were less positive impressions about whether the message was actually
heard by adults. Some said that adults (their parents, the school principal, etc.)
thought it was "dumb.” Unlike the focus on recognition, unless they were specifically
asked, none of the participants talked about people hearing or not hearing their
message. One of Corinne's responses seemed to indicate that, to some extent, she did
not care. The emphasis was more on having the opportunity to speak:
I think that the broadcast was good. If I were to sit down and talk about
something, people can stop me, interrupt me and they can argue to a point that
I don't want to talk to them anymore because they are just making it
impossible for me to really speak. But in a broadcast they can shut me up but
I don't know they did. You know what I mean. But all I hear is the positive,
afterwards. That way I know people watched and I hear what happened.
The more positive reactions about actually being heard involved responses from
peers:
Janet

Do you think the community listened?

Martie

Oh yeah. My entire history class watched it. They loved it.
Every minute of it. I haven't met one person who had anything
bad to say about the group. I think the community really got a
lot out of it.

At another time, during interviews, I asked them how they felt about being heard by
the community via broadcasts. Responses were mixed:
Janet

Do you care if they hear [you] or not?

Martie

I would like them to hear.

Corinne

No. They have to be listening to hear our voices anyways.

Martie

It's not our fault [if they don't hear us].
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Martie also admits that it's not numbers of people that are important to her:
For me it's not how many people I reached. Or how many people saw
it. It was, if I reached one person and one person knows, that didn’t
know before, that they are not alone...that others are in the same boat,
that is all I want.
The focus was on being heard in order to help people - even just one. Others
shared this sentiment. Tess compared the project to babysitting, as mentioned earlier,
because it was helping people. Celeste, in particular, wanted the community to see
the skit about the alcoholic family because she thought that ”a lot of families are just
like this - more than we think.” During this conversation, Keith reminded the group
of one phone call he took during broadcasts (which demonstrated that certainly some
people were listening):
That reminds me Tuesday night when I was running the phone, the first caller
I got said, ”1 think it's great what you are doing. This stuff happens. This
really happens. This is what a lot of families are like. What you guys are
doing is excellent.
4.2.2.7 Not Being Heard in the Project
There were also many indications of silencing in the project. One obvious
form of silencing, was the female gender-friendly curriculum used. I have mentioned
how most of the teen men in the project withdrew when conversations became
personal and intimate. Some of the teen men also had more trouble than the young
women becoming involved in particular exercises. For example, during the fantasy
skit rehearsal, the young men naturally could not relate to the goddess story that was
used as a springboard for improvisations. While urging all participants to freely
express anything they wanted - after all this was theater -1 later realized that I
actually blocked creative expression when it did not fall within certain parameters (and

188

consequently discouraged some very funny and interesting improvisations). The
following dialogue is from the goddess "fantasy workshop" rehearsal:
[My field notes]: Students were asked to re-tell the Huitaca goddess story.
Jerrod and the other teen men continually derail the story.
Jerrod

Huitaca went to an evil community in NYC and they beat the
crap out of her..."the end."

Mark

Huitaca went to Wall street and started selling stock - the stock
market breaks down and she jumps off the top of a building.

Janet

[interjects]...this has to turn into a story

Mark

She jumps off the building but she lives.

Dale

She gets transformed into a man's body and people worship her.

Jerrod

The end.

Dale

Not. They got weapons to use against the people who were
ridiculing the worshipers and someone accidentally got shot and
everybody died and got burned up.

Martie

And from the ashes came flowers - and human kind was once
again and they tried to have a perfect society and another
goddess was born.

Janet

[asks for a turn] - and people began to dance and celebrate and
went out of their houses and talked to one another - they wanted
to see how they could keep this going.

[Field notes - I want this to go in a specific direction!]
Corinne

They tattooed Huitaca on their hands to remind them of her.

Janet

[Stops Corinne and reminds her that this is about an ideal
world].

Corinne

[Assures Janet that the tattoos are pretty and positive, not ugly.]

Jerrod

Huitaca went back to NY and met a wizard named Trump and
once again had the shit beat out of her...

[This went on until I split the group, by gender, into two groups.]
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Another very obvious indication of silencing was the fact that most of the
talking was done by a few of the participants - and a large majority was done by
Martie. She was the most outspoken and all of us (the group and myself) seemed to
let her monopolize discussions. During one rehearsal, for example, there were many
instances when Tess tried to speak but was interrupted by Martie. I did not notice this
at the time, but the pattern seemed very clear when reviewing data. (As the students
pointed out, I also did my own share of interrupting.)
Sometimes the other teen women made jokes about how much Martie talked.
During final interviews (which they wanted to get over with fast), they told her to cut
it short. But this was unusual and it did not seem to shorten Martie's monologues.
Although the others did get frustrated at that point, most of the time the group did not
object and usually agreed (at least overtly) with what Martie said.
During the first year of the project, Natalie (the teacher education intern)
pointed out that participants would all copy one another's "expression" during games.
Natalie also told me that during her private conversations with the young women, she
learned that some of them were frustrated by all the 'creative expression’ - that they
just wanted to simply talk about their problems and concerns. I generally emphasized
more doing and less talking. However, these 'doing' activities, designed to free up
expression, were sometimes perceived as blocking communication. Again, I was not
aware of this at the time.
In addition, although most of the skits were directly about the students' lives,
there were also indications that some of the teens were choosing skit topics that they
thought they should be doing - not necessarily what was close to them. For example,
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the "Dysfunctional Brady Bunch” skit about family alcoholism was created by
participants who had no history of alcoholism in their own families. Although Celeste
thought the skit was accurate and close to her own experience, she was not in the skit
and the students who were had not had this experience. Similarly, when I asked
Corinne, who created and directed the date-rape skit, if she had experienced or
directly known someone who had experienced date-rape in the ways she was
portraying, she said that she did. However, Natalie, who had been working with the
group, later told me that she was fairly certain this was not true. I believe that at
least one and perhaps two of the young women who were in this skit had experienced
rape, but they did not write the script. Some of the material probably did come out of
group improvisations which these women would have participated in, but it is
nonetheless fairly significant that Corinne, the primary writer and director of the skit,
very possibly had not had first hand knowledge of the problem. This was not
supposed to be the case in Forum Theater. There did seem to be indications that
students were sometimes 'speaking' what they thought should be spoken.
Karen directly criticized the skits saying they weren't really about them. The
skit she had developed with others had not been broadcast because members had not
come to the rehearsal. But also, students indicated that some censoring was due to
what they thought the community would be willing to hear:
Karen

I think maybe we went at it the wrong way. I think in our
characters we should have done it the way wg would have done
it. We should have showed what wg would have done. I didn't
see any of that going on.

Janet

Why didn't you do a skit about what you really felt was going
on?
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Karen

Well, we did. Me, Erica and Jim did one and it didn’t get to
get done.

Janet

What was that one on?

Erica

It was on relationships and it was wicked good. It was totally
real.

Janet

It seems like that some of the stuff that you really talk about is
not what ends up being in the skit. Do you know why that is?

Karen

I was just trying to memorize things. It was not improv at all
for me.

Janet

But what about making skits about stuff that's really...?

Erica

My parents would still think it's dumb.

Sharon

I feel if we simulated the Oprah Winfrey shows on kids that
self-mutilate, that would really cut deep. But I don't think that
most fluffy middle class people want to listen to it.

The following writings were done in class when I asked students to write about the
"issue” they had chosen for their skit:
I don't really relate to this subject. I know nothing on this really.
I have never been abused before.
I don't know how it's affected me.
mutilate my body so I can't relate.
depression. Both have affected me
life. I really don’t feel like getting
me right now but I'll try.

I really don't think about it. I don't
I guess what I can relate to is drugs and
greatly. They are a part of my everyday
in a bad mood and it really doesn't interest

These reactions were the exception, but they do show that some participants were
involved in skits that had nothing to do with them.
4.2.3 Power as Intuitive. Creative and Spiritual Experience
This last section documents expressions of power that are derived from both
rational and non-rational knowledge and experience - knowledge constructed within
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activities that involve humor, play, creativity, relaxation and visualization, ritual and
spirituality.
I have found it difficult to articulate exactly how these experiences
demonstrated power. Often the young women told me they felt "good" or felt they
could be "themselves" or felt bonded to others in a special way after engaging in
theater games and activities. However talking about these experiences is not, perhaps,
the best way to relate what was empowering about them. As Martie stated about the
"sounding" exercise (described - as best I can - at the end of this section).
For me it cannot be explained. It is unexplainable. For me it was just
supernatural. It was phenomenal.
At another time when I asked what she had learned about herself in connection with
exercises like these, Martie said,
It’s a very hard question. It’s not like I can't say it because it is so secretive
and awful. It’s just that I don't know how to word it.
I have nonetheless attempted to show what the young women found to be empowering
about these experiences. In some instances, I have interpreted these experiences to be
expressions of power in relation to definitions previously stated. For example, I have
presented creative expression as itself an expression of power partly because,
according to the young women, it helped them to open up and bond with one another.
Communication, openness and honesty have already been presented as empowering to
the young women. In order to give the reader some idea of participants' reactions to
specific activities, several videotape transcriptions are presented verbatim, with few of
my own comments. In some cases, my fieldnotes are also presented.

193

4.2.3.1 Humor and Fun
The role of fun and humor in connection with power was expressed in various
ways. Resistance to control was often acted out with humor - including resistance to
my control in the project. When the young women engaged in their own rituals - and
had fun - they were naturally more in control of the process. During these moments,
when they were pursuing their own desires and following their own agendas, what
they saw as the most important work in the project took place. In addition, many of
the successful activities involved creative play. I often noticed that they " looked
happy” and that they were seriously engaged because they were having fun. For these
reasons, I interpret ”fun” and humor to be part of what constituted power for these
young women. The following are a few examples of data from videotapes and field
notes that illustrate what I refer to as "fun”:
3/11/93
[My fieldnotes, first class with the whole group]
I’m surprised at how focused and intent they are during games, particularly the
mirror exercise. Working in twos, every student is ardently attempting to
mirror the movements of her/his partner. The group mirrors work too. It
seems this is serious fun for them.

5/1/93
[At the break they stage a mock wedding with Craig as the bride and Martie as
the groom. Craig wears a white lace curtain wrapped around him and holds
plastic flowers. Martie wears a tie. All sorts of role reversal. Corinne puts a
garter on Jerrod. Everyone, including me, is laughing and enjoying this
tremendously.]
[I had asked them to bring in objects that were important to them. Glenn
brings in his pet boa constrictor. I like watching his affection for the snake
and his humor. Glenn says, "He [the snake] probably gets homy sometimes."]
Sharon

[from up on the lighting riser] Help, I'm falling and I can't get
down.
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[Jerrod changes the ’’FOCUS” sign to "FOCUS ON INSANITY"].
[They're blowing bubbles]
*

4/29/94
[Teens enter the theater with lots of laughter, joking, and fooling around.
Many are talking fast and excitedly with one another and sometimes with me.]

[Today we moved into the gym for rehearsal temporarily. They took turns
rolling each other around on a huge ball. Lots of teasing. Lots of physical
movement. They seem happy and excited.]
*

5/17/94

[During final interviews]

Janet

What's the first thing that comes to mind when you think about
what you got out of this [project]?

Tess

Fun. It has helped me solve problems.

Playing games, making jokes, and just being silly seemed to be liberating and
provide a source of power for these young women. In addition, as Tess said, having
fun helped her to "solve problems." Erica, who continually focused on "fun" as the
reason for her interest in the project, also talked about the importance of fun in
learning at school.
Janet

If you could create the perfect school, how would it be
different?

Erica

Teachers that were more fun. One of our teachers, Mrs. Smith,
is really fun and teaches you a lot. She teaches biology and
anatomy. She is a really fun teacher; she makes everything fun.
You work outside in the garden. We have a greenhouse. Fun,
fun. But then she gives us homework, but that’ OK because we
want to know what it is. Teachers that make classes fun and not
boring.

Janet

How would they do that?

Erica

You could have games for history because we play jeopardy for
history and that's fun, but not very often and if we did that more
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I think that people would learn a lot more. I think if we did
research papers with each other, like groups, I think that we
would do better too. Instead of just doing them all by ourselves.
Martie saw humor as part of the "good" that comes out of depression and pain:
...whereas, yes this hurts. I'm in pain. I'm in pain, relieve me...then
there's the "ha ha ha..." laughter, there's the good things...that's what
you're standing for in this [referring to a character being created for the
"depression" skit], the good things that can come out of the worst
situations.
4.2.3.2 Creative Expression. Openness and Trust
Corinne talked about the relationship of creativity and openness in connection
with her own poetry writing:
...I think sometimes when you start one creative process, it reflects on the rest.
And I like to write poetry. I find that if I act something first, it’s going to
open me up and I'll be more expressive - and so then I think I can convey my
message better.
Some young women related artistic expression to feeling free or powerful.
Martie, for example, said she felt powerful when she was on stage:
I feel powerful when I am on stage and I am able to do something that hits
somebody in a way that they'll come up to me and say - You know, I really
believed that. I felt it and I cried. That puts me on top of the world.
Erica related acting and theater games to (what I would call) freedom and efficacy:
...I kind of feel like I can do a lot more when I am acting; I can express how I
feel. And that feels good. It is different, but it is really fun.
And later she said,
It kind of feels like you have no problems outside of that [the improvisations].
Everything is perfect and you feel kind of free because you can imagine
everything. Everybody there is your friend. Everyone is nice to everybody.
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She also said she had this feeling when listening to music and playing the piano. In
fact, some kind of artistic endeavor was the first thing that came to mind for several
of the young women when I asked what experiences in their lives felt powerful:
Celeste

With my boyfriend and singing.

Martie

On stage acting and privacy of my own room.

Martie and Corinne both talked about learning to trust themselves when directing.
Several teen women said the ability to trust and be open in the group had to do
with games and creative play. When describing the project to new people at the
beginning of the second year, Martie said.
What we did was about opening emotions and not worrying what you do - just
letting it happen and getting in touch with the imagination. We do exercises
and games that lead to improvisations and skits.
Jenny thought that two specific activities, an open improvisation with the whole group
and the sounding exercise, brought the group together:
It seemed like when we did the improv with all those little things in the middle
[an open improv using props], it seems like we got together then. Then when
we did that [the sounding exercise] it was more!
The sounding exercise will be described at the end of this chapter. The
following quotes and images are notes taken from the "open improvisation" exercises
done in the first year:
Corinne

[A farm lady talking on the "sneaker" telephone, Martie comes
to lock her up in the asylum, Corinne plays along.]

Jerrod

[Falls over backward in the chair] "Live from NY, its Sat.
night!"

Melissa

[Uses tennis racket as a mirror to primp.]

Sharon

[Takes sneaker and points] "OK, put your hands up, all of you.
I don't want to have to shoot anybody."
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Martie

[Makes chair into a car. Craig runs in front and gets run over.]

Melissa

[As a doctor delivering a baby] "Here’s the head! Push push!"

Lynelle

[With sneaker] "It's a girl!"

The following data is from the first open improv exercise:
Objects were placed in the center of the room - lots of things like an old
picture frame, long pieces of fabric, hats, umbrella, mirror, instruments,
sticks, cardboard, stuffed animal, blanket, book, etcetera. Students were
instructed to simply improvise with the objects, with no particular structure.
Just jump in and pretend, allowing the object to be used to represent anything
at all and allowing oneself to take on any character at all. This was a variation
of the "this is not a bottle" game, described earlier.
My impressions:
They went wild - perhaps nervous tension release, but also, they were playing
on impulse and having fun.
My response to general bedlam: Fearful of being out of control. But isn't this
what’s supposed to be happening? The child in them is coming out.
Improv examples [In most cases, the improv is initiated by one or two
individuals (mentioned) but the entire group then participates]:
Betsy is using the blanket as a beach blanket, she's modeling a bikini.
Chris "Take it off, take it all off."
Amanda puts on the blanket as a cloak and picks up a crutch. "Alms
for the poor, alms for the poor." [limping] People give her things, or
don't.
Somebody says "Arms for the poor?."
Jerrod puts on the blanket and sings "On the way to grandmother's
house" as Red Riding Hood. I pick up a stuffed animal and pretend it's
the wolf.."aaaahhh."
Craig puts the red blanket "cape" on me. "Here she comes, Miss
America." I turn into a very old Miss America from 1890. Jerrod puts
a bag on Craig's head. I "wipe out."
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Craig becomes a drunk. Several girls tell him he doesn’t belong in this
neighborhood. Betsy saves him, "Leave him alone, he's my
boyfriend!"
Sharon picks up a stuffed animal, pretends it's a guitar and sits on the
blanket, singing "Kumbaya." [laughing and mocking the stereotype
folk singer] Everybody starts clapping and getting into it.
Jerrod takes on a character I’m not familiar with but the group
responds. Then, several girls start to pull off the blanket and pretend to
attack him as he moves around on his knees. He says, "Stop, my name
isn’t Rodney King!"
Craig picks up a book "OK, it’s story time." Group responds with
squeals of delight like children. A lot of joking. Craig reads,
"Goldilocks and the Three Prostitutes." This leads to a pillow fight
with stuffed animals.
All of this fooling around is what Jenny was referring to when she talked about the
group first coming together. My impression was that it was the first time the group
really let go and responded to one another spontaneously and intuitively, like children.
We also began acting out the teen's stories for the first time during that class. These
were some of the other students' (written) reactions:
?

I think this was a very moving class. I learned a lot. About
Betsy. I feel really bad for her and her friends 'cause I moved
from a place I loved for 11 years. And it's really hard. But I
hope she's going to be alright. I think the act out stories was
fun. It shows the people that tell the stories different views and
feelings, from other people's points of views or feelings about
their situation or problem.

Erica

Today was very exciting. Finally we have got to the stuff I
really wanted to get to - that is acting out stories. This is going
to be so fun - fun-fun-fun. I felt moved when we listened to the
music and it brought thoughts into my head that I didn't think
that I would think of again. For some odd reason I am finally
letting nothing get to me and participate as much as I can. Be
Happy.

199

Even before this class, there had been extraordinary- openness and personal
disclosure as I mentioned earlier, and it was related to play and being childlike right
from the beginning. The following are quotes from feedback about drawings done
during the very firs rehearsal:

4.2.3.3

Heide

I was in a foster home...It [the workshop] kind of reminded of
me of my childhood. This is 'Mohigan' [very childish figure of
a cai]. If I was to put my name after all of the pictures I drew. I
would put this after in It's kind of my character.

Keith

[reading from paper] Open smooch free loose fun
silly happy
- look forward to next time - take risks! Be here now.

Craig

Well mine’s a person on a raft and they're half in darkness and
half in light, and I'm not sure why. And they're traveling from
one place and going to another. And they’re covered by.
they're surrounded by different shapes. And I think that's how I
feel. Very fluid, moving from and seeing different shapes
around me and moving from one place to another.

Lisa

[Shows drawing of a sneaker, jungle jim. a flower, a pony. etc.
that she said reminded her of her childhood.] I drew this
because I realized I haven't done anything physical in 7 months.
Some of the exercises I was out of breath. It made me realize
that I need to be doing this stuff.

<ikV;*r 1

Expression, the Bodv and Nature

The physical narnre of the exercises seemed to allow a certain freedom of
expression although the students rarely directly said this. It was my impression,
however, that providing space for physical energy reduced stress and made them
happier and more involved. Several aid talk about physical activities or things
involving the bodv making them feel good or powerful:
Tracy

Feeling powerful? The only time I really had to feel powerful
was when my daughter was bom. I was powerful.
*

Tess

When I am iceskanng. Because I feel like you can really show a
lot of emotion in whai you are doing. When I am skating with
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my team, you skate powerful. You know what you are doing.
You are in command. The audience sees that. They know how
much hard work you put into it.
*

Several of the young women talked about feeling powerful with their
boyfriends or, as in Martie's case, with the perfect fantasy lover in her perfect fantasy
world (related below). Sex and love were understood to be a part of this power as
Martie directly mentioned in her imaginary encounter and others indicated (at least an
interest in) offhandedly from time to time, often in jokes. Feeling powerful in nature
and in imaginary beautiful natural settings was also indicated. Most of the young
women, for example, described idyllic places in nature when asked to imagine a
perfect future world or special personal safe place. Some of these accounts are
documented in the next section.
4.2.3.4 Meditation. Fantasy and Relaxation
Without exception, every one of the teenagers, including the teen men, liked
the meditative relaxation and visualizations we did in class. All were immediately
enthusiastic and several thought it was the best class we'd had:
Today was the best workshop we've had. I really enjoyed the trip you took us
on. It was great, better than sex. I ended up staying in the clearing [his
imagined ''safe” place] just seeing things. It was so relaxing.
In almost every class, the teens asked for meditation time at the end and some argued
for doing it even when there wasn't time. Often the young women would enter class
talking about how they had looked forward to the relaxation/meditation all week and
how they needed it. As a means for dealing with stress, it seemed to be viewed as an
extremely important and empowering time in their week.
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After meditation, I usually played some kind of soothing classical or "new age"
music. Paper, crayons, and pencils were distributed and the students wrote or drew,
or whatever they wanted. Afterwards, they were encouraged to share anything they
wanted from this, The following are transcriptions of some verbal and written
responses:
Lorraine

This is me and Betsy in a field. The smell of weeds and grass,
running, jumping off bridges, sleeping, rope swings, hope,
[drawing of everything that happened yesterday]

Corinne

This is me in my spot place with some of my friends. A slice
of purity is staring at me with understand of self it helps cure
me. But with it's back to decaying time it just sits awhile.
Demanding nothing it leaves me. And now with my slice of
purity I heal.

Martie

Peace, peace. It was there. I touched it. I smelt it. My
emotions run free. Hello my friend; come dance with me. All
are free, we are free. So childish my worries are gone. I feel
the wind; it plays a song. Dance with me faster and faster we
spin. Please let this moment with you my friend never end.
Kiss my cheek; hold me close; I love you. I finally love us
both. I see your smile; the pain is gone. I weep for happiness.
For here together at last, eternal sorrow is gone. I love you.

?

I went someplace else and didn't hear your voice anymore. I
left my troubles here and took a walk. I feel refreshed. I went
someplace warm clean and like home. It felt safe. I feel
spirited. The place was dark but I could see. Safe, nobody to
hurt me.

Erica

[Drew "FREE" in large calligraphy with pictures of flowers all
around it]

At another time.
Martie

...always glittering with drops of dew, and fairy-like creatures
came to greet me as we flew -1 stopped to look at a web, it was
beautiful, and past it, I saw a brook; I flew as fast as I could to
the waters edge, and he was there, I ran to him through the icy
water in a flowing white dress. I embraced him. I had no
doubt, no sadness. I loved him and he loved me. No fear
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nothing but love. We flew to the wall fast and dark and passed
thru to a palace side by side...and the rest is mine not to share.
I'll just say it went really sexual and it was great.
Sharon

[shows her picture] Ok when I was through my thing [the
visualization], I was standing on a green field and for some
reason, Stonehenge was to my right. Don’t ask me why it was.
I walked onto the beach in this flowery dress. I had long red
hair and it was all curly. I was standing on the sand by the
seashore with the blue grey sky and the cloudy sun. It was
cloudy, the sun trying to get through the clouds. The wind was
blowing, not strongly; it was just a little breeze, the smell of the
salt air, the dark blue sea. And in the picture, you have the sun
trying to peek through the grey clouds ’cause I love cloudy
days. And then like the water, you know how, that’s the sun
reflecting...

Erica

This is my picture [of flowers]...where it was so nice, no hate,
no fighting, no pollution. I saw peace between all living
creatures. I saw fields of bright green grass, fields of flowers
and beautiful waterfalls. I wish there was a place like this. It
seemed to me that everything was good and not wrong.
Everything was loving, not hating. Yes, there was no hating.
Just imagine it, no hating, just love and kind words to be said.
Inside the door was just like heaven, like floating on air it
seemed.

Tess

[Shows picture of beautiful pastel strokes.] When I went to my
special place where I have lots and lots of friends by my side.
They help me out in all my troubles, when I tell them, they stop
my troubles. They hide behind many trees so no one can find
them but myself. My place is colorful with many colors, I
mean colors for, flowers everywhere.

Jenny

The hot beach with the waves rolling around the ocean side very
quiet, peaceful. But at the gate, they seem to slam shut in my
face. I know I'll always remember but I can never go back,
[shows picture with two huge eyes staring]

4.2.3.5 Spirituality
Sharon called talked about spirituality as the most important aspect of the
project:
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Janet

What's the first thing that comes to mind when you think about
this project? Did it affect any [other] parts of your life?

Sharon

Spiritualism and self-awareness. This thing happening made me
not want to be depressed anymore, think about suicide. It made
me feel closer to myself. Not being afraid to act like a jerk in
front of people, that kind of thing.

When Karen talked about feeling controlled by others and never feeling powerful in
her life, Sharon suggested spiritual healing:
Maybe you should just practice some self-actualization and awareness and just
one day when somebody comes up to you and says - hey I don't like the way
you are dressing, just for an example, - go screw you. Don’t let if affect you.
Just let it slide off your back.
At another time when I asked the group to think about a problem or situation in their
life that was unresolved, that they wanted to work on, Sharon wrote, "Does it
matter?. Psychic hotline. Psychic friends. I Ching."
Although the other young women do not use the word spirituality, there are
many indications of belief, feelings, and attitudes that I am calling "spiritual.” I use
this term to refer to experiences and phenomena beyond critical or rational
understanding that have special power or meaning. For example, some of the young
women indicated a belief in some kind of "inner" power. Martie thought that the
video broadcasts might help people, the viewers, tap into that strength. When I asked
the group to talk about where they felt powerful in their own lives, in one of the small
group discussions Martie said,
There are a lot of people in society who need to know that they are not alone they have a certain power inside.
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Jenny talked about an experience and friends she had at a "pow wow"
gathering she went to with her family each year. During interviews she related this
experience to her own self-esteem and general ability to voice her views:
Jenny

...I am a really independent person. I really don't care what
other people say. I have always been outspoken. I think it has
a lot to do with my friends at pow wows. They don't care what
people think.

Janet

You got this from the people you met at these pow wows you
do?

Jenny

Yeah. And my dad has a real attitude like that.

Janet

In your life then you don't care what other people think so you
have a sense of feeling that - you can do what you want to do,
say what you want to say?

Jenny

Yeah. It takes a lot for me to break down and cry.
★

Janet

I am curious about the pow wow. Is the stuff that you do there
remindful of any of the exercises that we do in this project?

Jenny

Everybody is there together and no one is afraid to do what they
want to do. My friends, as soon as they get to a pow wow,
they start jamming [drumming and dancing] and nothing can
break them up. It's like the cliques at school. We just totally
disregard everybody. If they want to be our friends, fine. But
if they are going to make fun of us, you are totally in your own
world.

At another time, she and Erica likened these experiences to the group open improv
exercises:
Jenny

Especially when we were doing the Indian thing [during open
improv]. Because it brings you back. I think everyone has
tribal nature in them. It's like little kids.

Sharon

It brings you back to childhood, to the closeness of the womb
which is so safe, secure and comforting - or the tribal instincts.
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Their Rituals
In the final interviews, every participant who came talked about the "sounding"
exercise as the most important experience of the entire project. The events leading up
to this activity are, I think, significant.
Each year, there was one long (4-5 hour) rehearsal held when the teens created
the skits they wanted to broadcast. According to my directions, these were supposed
to be developed out of small group discussion and dramatic improvisations about an
issue of their choice. This was the rehearsal that I described in the first section when
I was in a "bitchy" and "controlling, more authoritarian than usual" mood. As I
related in that section, it was during that rehearsal that the group became most
resistant to me and eventually took over the class with their own rituals. Example:
Celeste showed the group a game where one person stood with her eyes closed while
Celeste stood behind, massaging the young woman’s back and telling a story with
intermittent chanting (over and over) of the following:
Concentrate. Concentrate.
People are dying. Children are crying.
Concentrate. Concentrate.
At the end of the game, Celeste suddenly pushed the young woman forward and off
balance. This was very dramatic to all who played, "awesome" in fact. Other games
like this were played with lots of joking and silliness. The games involved chanting,
physical touch and surprise sensation. The young women were completely engaged
and the rehearsal had become their agenda, not mine.
At the end of this period, they demanded to do the "sounding" exercise, an
activity I had done in the beginning of the class but had not planned to do again. In
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fact. I had not really planned to do it at all. I had considered it before the class but
wasn’t sure how it would go over and fully expected them to think it simply weird.
At an impromptu moment. I tried it. They loved it and when done the second time, it
proved to be the most positive experience of the project, by the teen women’s
accounts as well as my own and other adults' impressions. The exercise was quite
simple.
Students were instructed to lie down on the floor in the theater auditorium.
Then, when I told them to begin, they were to start making sounds, any sounds
whatsoever, and to continue to do so until I asked them to stop. The only rule was
they were not to use actual recognizable words.
When

starting it the second time, the teens collectively decided to get into a

circle with their heads together and the feet pointing out. (This was how I had
originally learned die activity but feared they would find it too inornate. I was
amazed when they all eagerly followed one young woman's suggestion to try this!)
Again, I am met with the limitation of language in attempting to relate their
reactions to the experience. Most of the following section is. therefore, direct
transcription from videotapes of the discussion that took place afterwards. Some
quotes (noted) are from final interviews:
Everyone talking at once, loud, excitedly, trying to speak (except Jerrod who
is walking around, avoiding the group):
Jim

That was better than sex.

Martie

It was really cool. I feel like everybody just came together.

Sharon

It w~as an emotional orgy.

All

It was!
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Erica

We'll go around school and people will think we are mental.

Jenny

Yes. Yes. We'll start doing it in the lunch room! We'll do it in
the morning going through the halls.

All

Yes yes yes!

Sharon

I don't know about anyone else, but I felt, being in that circle, I
felt everybody's energy. It was great.

Jim

It was like a bonding. Nobody cared what anybody else
sounded like - you could just do and be exactly what you want!

Mark

I really need an answer to this. Near the beginning, did anyone,
particularly a man, say, "It’s going to be alright"? Just in the
background. I heard a male voice say that!

Martie

Dude! That is so cool.

Sharon

You know that thing in the bible that says - those among you
that are prophets, I will come to you. I had a dream with Jesus
in it and he blessed me and he spoke to me and I've been kind
of sane since...

Martie

I had a vision when we were all doing it. I imagined that the
voice became everybody's soul and we all lifted up to the ceiling
together. Everybody's bodies were left, everyone had a
different color soul and everyone was floating up together. It
was like a smoke ring, the way it all comes together as it rises,
up in the ceiling.

Jim

It was homogenized.

Sharon

I pictured Africa.

Jim

I pictured water...because it was so clear.

Martie

THIS IS BETTER THAN ANY DRUG OR ANY PACK OF
CIGARETTES! - It was just so beautiful, so perfect. Nothing
sounded bad. Everything had a place.
*

Mark

Let's do it again.

All

Yes. Yes.
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deep.

Celeste

I didn’t even feel the floor.

Cacophony

Yes!

Jim

My body was numb. [Others agree.]

Erica

We are all one now.

Others

Yes, we are. We are.

Martie

Foster [Jerrod’s last name], I love you.

Jerrod

I felt like (?) [something not nice].

[Martie and Sharon go over to Jerrod and playfully console him.]
Jerrod

I felt like I was a terminator and I was killing people, [laughter]
I felt like I was independent. Well, maybe I am. I don't know
if I saved you people or killed you people but I didn't want
anything to do with you people.

Everybody

That's ok.

Janet

I want to hear...[to Jerrod].

Jerrod

...I felt weird, like a robot. Like the guy in the terminator, the
one who melted and stuff.

Tess

I felt like we were in a cloudy field and then the clouds went
away.

Celeste

I felt like we were all in a clearing and in a giant circle and all
looking at each other.

Martie

That's another thing, I felt really warm.

Mark

I was comfortably numb.

Martie

Right, I couldn't feel my body. I swear my soul left for awhile.
I love this. I saw these beautiful colors - It just makes me want
to go home and draw.

Celeste

We are going to do this every day guys. Every day at school, at
lunch. It will make our day feel so much better.
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Martie

Whenever we have lunch - be able to come here [the theater], do
it and then we can go back and finish our lunch or whatever.
Instead of running out and having a cigarette.

Sharon

It will help people that want to quit smoking quit smoking. I
AM QUITTING SMOKING BECAUSE I FEEL SO GOOD. I
feel so good that I don't want to smoke, seriously, I swear. I
am on camera, I am quitting smoking!

Martie

From personal experience...

[one of the young men starts talking]
Several

[yelling] Listen! Martie wants to talk!

Martie

...In all honesty I truly believed - okay for a long time I
believed that although drugs are bad and blah, but still I always
felt that there is something inside of you that you can trigger.
The thing that you have to learn is how to trigger it without the
drugs because a lot of people I know who do drugs, or have
experienced drugs, you see beautiful things and you...beautiful
things and you don't understand where it is coming from or why
you experience it. And it is so beautiful and you don't want to
let it go. And then you realize later on that it is inside of you
and you don't know how to bring it out, but you don't know
how to trigger it without the drug. And that [the exercise] was
better than any trip, acid, shrooms, weed or anything! That was
just so pure, so perfect and so beautiful that I felt naturally high
like I was on something, but it was even better 'cause it was so
pure. And it consisted of more people instead of being separate.
Thank you everyone!

Others

I love you too Martie. [Sharon hugs her].

Martie
and others

WOMAN! WOMAN! WOMAN!

Mark

It was weird because after I heard the voice - everyone says, 'T
saw this," but I saw nothing. Blackness. Nothing. It was so
cool. It was like I was half aware of what I was doing.

Sharon

Watch how your home life's gonna be...

Others

Don’t ruin it...
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Karen

When I was laying there, it was really fun. I was just having
fun doing it. And then I opened my eyes and I was looking
straight up so I didn't see anyone around me, but I heard all the
voices and like my body was numb. It felt like all the voices
were inside of me - I didn't see anyone cause I wasn't looking.

Mark

I felt high, I really did.

Jim

It's like being on acid, not the visuals, but the feeling inside.
You feel like you have spiritual power.

Martie

I feel high.

Celeste

[Tells Erica, Jenny and Karen that their joking around with the
sounds made her lose her concentration. She says she's not
judging, just telling them, and asks that they "please" don't do
that next time.]

Mark

Wouldn't it be cool if the whole world did this at the same time?

Others

Cool, cool. The answer for world peace.

Tess

It felt like I knew everything. I have a take home test I have to
do tonight and now I feel like now when I go to the typewriter I
know the meaning of the chapter; I know what I am going to
say.

Martie

I feel relaxed, free of anger, calm. I am able to handle
situations; able to take things on. I feel good about myself, too.
This morning I looked in the mirror and I felt, yuck, I broke out
again. Ahh, I am really fat today. Ahh my hair...I had this
feeling all day. But now it's like, I really don't care what
anyone else thinks, because inside I feel pretty and I like myself
right now. I am so psyched. Okay, that's it, you're all coming
home with me!

Sharon

I'm going to paint the colors I saw on my ceiling in my room.

Mark

When I opened my eyes I saw blue lights above me - but they
weren't there, they're under the stage!

Someone

I bet your soul traveled.

Martie

You know what this reminds me of - Remember when we were
doing the "it's not a bottle" [open improv]? Remember when
someone started beating on the drum and other people were
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dancing? That reminded me of -1 think everyone can relate to
the fact that when you are a child you, you have an imagination
now, but when you were a child it was stronger. You could go
out into the yard and pick up leaves and pretend you were an
Indian and stuff. And today it was like me being a child, not
caring what other people saw. It was like being a child again.
And there was no tension between male, female, black, white,
religions, etcetera. Everyone was automatically accepted,
having fun.
Erica

Like I remember I came over and asked you if I could play
bucket with you [during open improv]...

Martie

And that’s what it reminds me of here. I can't even describe
what it was like. Here we are connected. The other one also
made me feel like we were connecting like children again. Like
a free spirit. Being free and clear.

Keith

I was reading this book on stone age people - do you think that
original people did this kind of stuff?

All

Yeah!

Jenny

It's like at the Pow Wows - when there's drumming, it does
something to you.

Tess

Most of us may not even talk to one another in school, but at
least here, but here it's like, no matter what you do, you're
already - and this is...

Jenny

But I think we are starting to talk to each other more.

Mark

Yeah, we are.

Celeste

I never used to talk to Erica, never, never. Jenny and I talked
to - once in a while.

Erica

I know, now I talk to you every time I see you.

Keith

When you called this an orgy, it makes a point, not that it was
sexual, but it was intimate.

Celeste

You know what I think we should try next time? Being in a
circle but holding hands.

Others

Yes.
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Sharon

Someone should play a drum next time.

[They begin experimenting with a drum beat. Everyone begins drumming in
unison. Then they begin clapping together, getting louder and louder. Then
they begin stamping their feet.]
Sharon

Oh, it’s so spiritual [sort of joking].

Tess

It sounds like thunder.

Janet

[Interrupts]. I kept suggesting for a long time, before you guys
stopped, that you quiet down and bring it to an end.

Others

You did? I didn’t hear you.

Mark

I don't mean to be rude, but I heard something, but I couldn't
care less; I was too absorbed. [Martie and others admit this
too.]

Jenny

I had no idea what you said and I didn't care.

Janet

Jerrod do you have something to say?

Jerrod

I didn't quite feel as warm. There were some exceptions of the
people I didn't hate in the room. I felt vicious, inhuman, cruel.
I don't know why.

Janet

Every single kind of experience like this - there are always times
when everyone else in the room had a wonderful experience and
for some reason I didn't. And that doesn't mean anything.
Everybody experiences things differently. I want to warn people
not to feel alienated if they ever don't have the same experience
that other people are having.

[They do a spontaneous group hug (Tess last), then individually, everyone,
including me, except Jerrod.]
Someone

I love you all.

Final Interviews:
Janet

Do you remember ever feeling really excited or good during the
whole process? If so, what was going on?

Martie

Vocal warmups (the sounding exercise]. I have never felt that
bonded, that happy, that relaxed and that emotionally and
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mentally close to anyone and it was - that first time we did it -1
mean every time we do it I absolutely love it.
Tess

You may not know someone on the outside but it kind of helps
you get to know each other on the inside. You know what each
other is practically thinking of. You go with a certain sound
and just go with it and let it out.

Martie

For me it is a lot more than making noise. It really is mentally
bonding. I felt so close and such a combined effort. I never
felt like that before. I felt like everyone joined to like one
being, one soul, one mind with all different aspects going on,
but it completely came together. Seriously, in all honesty - it is
the most beautiful thing that I have experienced in my entire
life. In all honesty.
*

Martie

It started a very special feeling inside me that I hadn't felt for
people in the group before and I thought we were really close to
begin with. And I have friends that I have known since
kindergarten and that topped any emotional feeling I have ever
felt with anyone.

Janet

Do you know why?

Martie

It just did. It's just there. It's nothing that you can explain.
Why are there stars? They're just there.

Tess

Everybody gets worried about everyone in the group. If
someone's not there, you worry. If someone's sick you think
about them.

Keith

It was a group creation. It was like a work of art. It was an
expression of all these artists combined. But it wasn't like a
Beethoven choral symphony. It was different from that because
it was unconstrained. It was totally free and uninhibited.
Which I think is symbolic of the group as a whole. Part of what
you were talking about when you come and you leave all your
stuff on the outside behind. You can be anything you want in
this group. Just let go of all this crap that you deal with and be
whatever you want. There aren't a lot of places you can do
that.

Martie

For me it cannot be explained. For me it was just supernatural.
It was phenomenal.
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Tess

We don't do anything like that in school. That could really help
the classes.

Martie

I think that it could help relations between - God, even
presidents. If people took the time to do something like that.
There was just so much energy.

Tess

If there were problems between us in the group, then after we
did that we forgot about them. Everything was peaceful.

Martie

I had an instant love for everyone in the group. Regardless of
anything that had ever happened. I had an instant love for
everyone. It was almost like I felt that a piece of each one of
those people was inside of me.
*

Another group.
Janet

Do you remember ever feeling really excited or good during the
whole process and if so, when?

Erica

Yeah, harmonizing. And when we did really neat improvs.
When everyone was really into it. Because you were all just
having fun.

Sharon

No one was really worried, oh God, what if I look like an idiot.

Erica

Yeah. What if I do this wrong? There was none of that.

Janet

And what was it about that?

Karen

Cause you knew people were going to laugh with you not at
you.

Janet

Do you have any of these kinds of feelings in anything else that
you do in your life?

Erica

Sometimes when you are with some friends who are not afraid
to just be themselves around you.

Janet

What about the sounding exercise? Do you have experiences
like that in your life?

Sharon

When a bunch of us are just joking around in a class. It's an
experience like that. Or, when I am alone at home and I am
just listening to music, it is an experience like that. It feels like
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I have that closeness again. It's like either a closeness to myself
or to my surroundings. I don't know what it is, it is just a
closeness.
4.2.3.6 Creativity Emphasis as Limiting
As I mentioned in the section on "voice,’’ the emphasis on creative and nonrational expression was not always experienced as positive. Natalie's conversations
with the young women in the first year indicated some frustration with this emphasis.
Sometimes, they wanted to just talk and felt limited by all the "creative" expectations.
Rick, the video producer, also thought that, at times, the students felt awkward and
didn’t really understand what they were doing. This again, was during the first year.
I do not know if this continued to be true in the second year but certainly the improv
activities were easier for some students than others. And, many of the activities were
easier for the young women than the young men. The sounding exercise was
definitely not a positive experience for Jerrod. Also, when the exercise was repeated,
it never achieved the same level of intimacy. The following are quotes of reactions
after doing it at a later time:
Karen

I think we are disappointed. This time we weren't as one. I
think we were all just having fun, we were each our separate
person.

Sharon

I think we found the secret too quickly and we can't find it
again. Either that or we are looking for that nirvana again.

Mark

Yeah and you can’t find it by looking for it.

Sharon

We are trying to reach that level of consciousness and you have
to let it come to you.

Martie

It's a natural thing, you don't work for it. It is just in you.
Second nature.
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CHAPTER 5
ANALYSIS OF THE DATA
5.1 Introduction
The original purpose of the project, as defined in Chapter 1, was to create an
educational experience that provided teenagers with a public voice about their own
concerns, and, to do so in a way that addressed postmodern feminist critiques of
"liberatory" pedagogy. The research interest was related to these goals and also dual
focused to examine, 1) what the teen women in the project expressed about themselves
concerning power - both individually and as a social group, and, 2) an analysis (my
own "reading") of what was happening during the project itself in terms of power,
particularly in regard to voice and resistance as expressions of power.
In the preceding chapter, the voices of these young women document many
stories about power, lack of power, and resistance. The stories tell of desires for
control and ownership, romantic fantasies, friendship and caring, distress, frustration,
and depression. In general, these stories stand for themselves in conveying the power
experienced by these teen women. Often the stories include multiple perspectives,
some of them contradictory. This chapter therefore provides summary statements
about only a few of these definitions that are related to current literature on teenage
young women. I have looked at the stories also as foundational data for discovering
(again, through my own reading) ways in which teen women do already feel
empowered, can or might come to feel more empowered, and do resist feeling
powerless.

217

What surprised and saddened me about some of the stories was the extent of
depression and stress felt by many of these young women and the depth of their
feelings of alienation. A major portion of this chapter is focused on the desire these
young women expressed for a separate psychic space needed for dealing with these
feelings, a space that might help them to feel better and possibly change their
circumstances - or at least their reactions to them - a time to empower themselves.
This "ritual space," as I am calling it, is a separate place and time of their own outside of the secular adult world where the young women feel displaced and
disregarded. In the last section of this chapter I look at how well the project
succeeding in creating a postmodern feminist pedagogy that encouraged voice and
trust. In a sense, it is an analysis of the program in terms of providing this "ritual" or
transformative space. As a part of this analysis, I also attempt to deconstruct my own
teaching process.
5.2 Resistance tQ Representation
Before making any summary comments, I want to address the issue of
representation. The data in Chapter 4 illustrates quite emphatically that these teen
women do not want their feelings of depression or despair to be dismissed as part of
being just a "normal teenager." Some of the things I found most striking were these
teenagers’ resistance to representation and their anger at adults who think they (the
adults) know what it is like being a teenager today. Instead, these young women
wanted to be known as specific individuals living in and with very particular, and
often, very difficult, social and personal circumstances.

218

The problem with representation has been, for me, an on-going dilemma in this
project. Even to say that these teens disliked representation itself requires
representation. Also, not only do I represent these teenagers in the summary
statements I make about them, but I often use data expressed by a few of the students
as representative of others. This latter difficulty may point to problems within the
pedagogy design and will be discussed below in the deconstruction section. But
generally, my resolve in this project has been to acknowledge the contradictions but to
also resist the paralysis of dichotomous thinking. I have tried, instead, to embrace a
both/and perspective in my own process - in both research and writing.
5.3 Power and Lack of Power
5.3.1 Data Consistent with Current Literature on Adolescent Females
5.3.1.1 "Losing our Girls Quietly...”
Having said this, and keeping in mind the very particular lives and
circumstances of the young women in this program, I was struck with how
consistently their needs, desires and problems matched the research of Carol Gilligan
and others in regard to adolescent "girls” (Gilligan's term). Even their dislike of
representation, for example, is consonant with this literature. The stories they relate
in Chapter 4 also provide testimony to what has been called the "teen crisis" in
contemporary American culture and, in particular, the difficulties currently faced by
teenage females, difficulties such as widespread depression, self-mutilation, and
suicide attempts (See Chapter 3). According to the literature, even when young
women appear to manage their way through adolescence successfully, research has
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shown that many nonetheless enter adulthood with "damaged self-confidence"
(Golden, 1994, p. 53). According to Golden, "we are losing girls quietly" (p. 53).
5.3.1.2 "Stress and Depression is Everything"
Although the literature consistently refers to stress and depression in adolescent
females, I was surprised by the extent of stress and the depth of the hopelessness and
despair voiced by the young women in the project, and especially by the so-called
’normal' population. In exercises, skits, and discussions, their overriding and on¬
going concerns seemed to be with these and related issues such as self-mutilation,
suicide attempts, and friends' suicide attempts. As the young women agreed, "stress
and depression is [sic] everything." The teen women were often focused on extremely
complex relationship problems - problems that seemed to have no solution. At times,
they also appeared to concentrate on victimization, for example, Corinne continually
wrote about incest although, according to her, it hadn't happened to her (which I
sensed was true). According to the young women, many problems stem from specific
difficulties like high expectations from parents; exclusion and alienation from parents,
friends, and institutions; ridicule by peers; problems with teen men and boyfriends;
harassment by men and teen men; loneliness; and feeling that no one listens or
understands. According to Pipher and others, these struggles and the accompanying
depression and self-destructive behavior, are not only common but prevalent among
female adolescents.
5.3.1.3 Power in Being Heard. Helping. Communicating
In addition to stress and depression, what these young women most emphasized
was their frustration with not being heard and their feelings that no one listens or
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understands. According to Gilligan (1988b), teen women have a very strong need to
be heard and they often experience "moral outrage" when ignored, dismissed or
misunderstood (p. 150). The teen women in this project accordingly exhibited a good
amount of concern and outrage about not being heard during discussions, skits and
improvisations. For example, as audience members they argued passionately (and
continuously) with the character "Sally" because she was speaking "for" Chrissy and
not allowing Chrissy to speak for herself. This kind of anger was again demonstrated
when the teen audience members argued hotly with the character, "community
member #3," because she would not listen and refused to hear or understand about
date rape. In these skits, the problem of not being heard had not been the original
intended emphasis of the scene but became the focus. In other skits, concerns about
listening and understanding were the highlighted topic from the outset; for example, in
the skit about the mother not hearing and not understanding her daughter; or the skit
about self-mutilation when the teen woman tries to talk about her problems to several
different characters who each become literally deaf to her attempts.
The young women's extreme enthusiasm for and engagement with the Forum
Theater model in general, may also bear witness to the strength of their desire to be
heard. They seemed to love having the opportunity to tell their stories over and over
and also to join others’ stories, relating them to their own.
Gilligan's research reveals that teen women have very strong feelings of
alienation and of being left out or excluded. Again, the stories related in the project
support this. The teen women talked about alienation as a cause of their depression
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and they often constructed images and skits about exclusion, and parent and peer
judgement and ridicule, for example, the mocking of the "new girl at school" skit.
Gilligan's contentions about a "care ethic" and relational focus of teen
women's moral development (see Chapter 3) are also fairly consistent with what the
young women in this project expressed about their lives. They placed enormous
significance on helping others, and on friendship, support and communication. There
were also indications that some of the young women tried to imagine themselves in
the position of adults (often, the identified enemy); for example, their mothers, and
attempted to understand the mother's side. Once, Martie talked about understanding
that "parents are like grown up kids" and sometimes don't know what they're doing
and feel misunderstood. Erica talked about how stressful it must be for her mother
working and dealing with kids. All of this seems to support evidence of what Gilligan
calls a "resistance to detachment" in adolescent females - a resistance that provides the
foundation for resolution or change instead of "separation" or "exit" from conflict.
During one broadcast, when a mother asked the young women what to do when
daughters resist mothers’ attempts to help, Martie's advice was to persist, to keep
trying; that is, to remain connected rather than separating from the problem. The
young women's extreme enthusiasm for Forum Theater might also indicate a
resistance to detachment. Through Forum they had continual opportunities to try
different ideas for solving problems and to take on roles of the characters with whom
they were in conflict.
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5.3.2 Departures from the Literature: Power and Resistance
Pipher and others recommend teaching young women resistance skills in order
that they learn to ignore or oppose destructive social messages. What is not
emphasized in the literature, as far as I can tell, is the extent to which teen women do
already practice resistance, and do in fact, have some resistance skills. My experience
with the young women I worked with has led me to question whether in fact, the
focus should not be on supporting, promoting and helping to champion the resistance
that teen women already have. Aside from the instances of resistance within the
project, there were many stories of resistance told about their lives outside of it. The
following are just a few examples:
Erica, Martie, Lorraine and Amelia talked about standing up to the young men
who mocked them about their women's history class; Susan and Corinne put on a play
about AIDS and together confronted their school principal when he refused to allow
ninth and tenth graders to see it; Corinne and her friends argued with hospital
personnel when they were prevented from visiting their friend in a mental institution;
Sharon struggled successfully against depression and drug addiction, Carrie struggled
with some success against serious depression; Melissa talked about getting "physically
violent" when she felt compromised at a mental institution; Martie "flicked them off"
and "screamed" at the counselors and others who watched her when she was videoed
against her will; Erica talked about fighting against peer group mentality; Jenny went
to Indian Pow Wows and learned not to care what anyone else thought of her, and so
on.
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These and other stories illustrate incidents of resistance in which these teen
women were already engaged. In addition to these stories, their beliefs and attitudes
about trust in themselves, being true to themselves as individuals, standing up for
themselves, taking risks and resisting group mentality, resistance to males, resistance
in school, and resistance to parents were already present. And, although many of the
stories of these young women are relatively consistent with Gilligan literature
regarding the relational and caring characteristics of teen women, the stories are, in
fact, inconsistent with other literature about adolescent females. For example, the
inner city teenagers described in an article, ’’They Get Right in Your Face: Are Girls
Getting Meaner?” (cited in Chapter 3), contrasts sharply with a "caring”
representation. As I mentioned in Chapter 3, there is a tendency in much of the
literature to overlook race, class, regional, and other social differences when assessing
traits of this age and gender group.
One danger I see in universalizing teen women's behavior or values
(particularly when assessed by adults, the perceived oppressors) might be to overlook
or underplay other unacknowledged forms of resistance. In Chapter 3, I cite several
feminist writers who remind us that women are always constructing and interpreting
social relations within a gender-biased world and therefore "internalize our most
fundamental ideas without being aware of the assumptions behind our thinking" (Lowe
and Benston, 1991, p. 59). Although my tendency is to celebrate and applaud a
helping and communication focus, I want to be sure not to stifle other behaviors that
might, if similarly applauded, also become successful resistance behaviors. For
example, Jenny's attitude to "not care" what others thought of her is really more
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indicative of a detached ’’exit” solution than a justice or care orientation. And so,
despite the areas of consistency with Gilligan, Pipher and others, there were also
indications of divergence. In accordance with a postmodern feminist approach to this
"narrative,” it seems important to deconstruct the reading and to maintain a cautious
"both/and” approach to the literature.
One good example of conflicting perspectives is in the young women's
attitudes toward "power over,” using Starhawk's term defined in Chapter 3. Although
the young women rarely took on "power over" roles overtly in class or in skits about
their 'real' lives (at least not as desirable characters), they clearly desired to have this
kind of power. Very often, for example, they took on these kinds of roles for fun
during games and improvisations about others. Also, when Jerrod acted out a very
belligerent and threatening character - in order to oppose the equally threatening
"boyfriend abuser” character - all the young women applauded. It seemed that if they
could have taken on that character easily, they would have. It is true that no images
of "power-over" were created in future perfect world fantasies or meditations.
However, this was also true of almost all of the teen men as well and does not
indicate a lack of desire for that power in their present lives.
"Power-over” seemed to be something the young women wanted although the
limits of that kind of power were also voiced. Martie, for example, warned parents
not to try to keep a tight reign of control over their children since it doesn't work, and
in fact, might have a contrary effect:
If you set a lot of laws down...they are liable to disobey them. And once they
get that freedom that you are not giving them, they'll go a little crazy
sometimes.
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5.4 Ritual Space
5.4.1 Psychic Displacement
'Too old to be cute and too young to know anything..."
This statement of Sharon’s, well captures the betwixt and between no-place
feeling of what some writers call the province of the adolescent psyche. In Chapter 3
I cite Pipher's (1994) characterization of adolescents as "travelers" who "don't fit
anywhere" (p. 52) and she uses the example of young women having serious adult
problems while continuing to sleep with stuffed animals (p.59). This kind of psychic
displacement might be partly due to a perceived lack of safety in the world. I sensed
this feeling in the young women in connection with their depression, hopelessness, and
anger but also in the many pictures they drew of eyes watching and in things they said
about these drawings, like Jenny's comment, "there is always someone watching you."
This perception of always being 'watched' and consequent tendency to focus on
external judgement and critique, what Pipher calls "the imaginary audience syndrome"
(p. 60), was evident throughout. Very often, there seemed to be an externalized
referencing of the self in terms of identity as well, an emphasis on what others think
of what they say, do, think, and look like.
5.4.2 Desire for a Special Place
Throughout the project, the teen women talked about needing the safe space of
the rehearsal times in order to express themselves and be themselves because they
generally did not have a place for this in the rest of their lives. Martie called
rehearsal time, "a whole different place....a whole new world."
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My impression was that the young women needed a special place to begin
finding out what ihgy felt and thought, a place to begin separating from the focus on
others' expectations. And, although this requirement may be no different than the
process of empowerment with other social groups, [i.e, the "oppressed" (in this case,
the teens) needing a space to empower themselves apart from their oppressors (the
adults)], what I learned from these young women is that a particular kind of space and
setting, at least for them, is also needed - an atmosphere that I am calling "ritual
space," drawing on McLaren notions of "ritualized resistance" and "liminality"
discussed in Chapter 3. I use this term, "ritual space," to indicate a kind of psychic
place and time in which the teen women let loose, play, and also engage in activities
that involve creative and imaginative experiences - what Martie described as "opening
emotions and not worrying what you do - just letting it happen and getting in touch
with the imagination."
In Chapter three, I cite C. Jane Estelle's (1990) claim that creative process, by
nature, requires what she calls an "internal locus of evaluation" (p. 112). Within
creative endeavor, since there is no external objective standard for success, the
individual must rely on her/his own opinions, judgements and feelings. My
observations in this project support this analysis of creativity and indicate a need for
providing teen women with a space for creative experiences that build this "internal
locus" as a means of opposing the "audience syndrome." During final interviews,
Sharon said one of the most important things she got out of the project was an ability
to "act like a jerk" and not care what other people thought.
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The teen women talked about needing this space and time, time that was
Qualitatively different from their normal daily lives. Often, they arrived at rehearsal
talking about how much they needed meditation and relaxation that day. Some of the
literature reviewed in Chapter 3 supports this need for teens. Pipher (1994) cites
spiritual growth as an important means by which teen women hold onto to their
authentic selves (p. 22) and she mentions the importance of Quiet time and
relaxation to build this ability. Several writers in a special issue of the journal of Arts
in Psychotherapy on teens and creative arts therapies talk about the need for creativity
and a special place for teens. The editor of the issue, David Johnson (1990), talks
about adolescence as a stage of extreme "emotionality and defensiveness" (p. 97) and
he acknowledges their need "to create a private inner space" (p. 97). He refers to the
articles in the edition as explorations in utilizing creative process for this purpose.
My experience with the teens in this project also suggests that space for expression
and relaxation is extremely important, perhaps even a critical necessity.
5.4.3 Ritual Space and Spirituality
During final interviews, virtually every young woman who participated in the
discussions said that the most important experience of the project happened during the
"sounding" exercise and also, in the case of some of the teen women, during open
improvisations and games - not, significantly, improvisations about their real lives but the fun and silly, non-sensical activities. By their accounts, the play and humor
allowed a certain openness that created safety in the group, and also something more
that is hard to describe. Sharon called it "spiritualism." Martie talked about "being
[like] a child again...not caring what other people saw." Erica said that "for some
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reason." after the open improv, she was suddenly able to open up and participate
without inhibition. At another time she said it felt like "you have no problems"
outside of the game..." everything is perfect and you feel kind of free because you can
imagine everything." My own reaction to the first rehearsal that included this kind of
exercise was that die class really seemed to let go and respond spontaneously. During
"sharing time" at the end of that class, students also seemed more forthcoming and
intimate.
It was this kind of setting that seemed to produce ritual meanings, beyond the
familiar parameters of secular space and time, and allowed the young women a safe
space to voice themselves in a way that they felt was authentic. In fact, the intuitive
play exercises immediately reminded me. even as they were happening, of Gadamer's
discussion of child’s play as a metaphor and model for the ideal "to and fro" (cited in
Bernstein. 1983, p. 121) nature of free unfettered dialogue (see Chapter 3). Section
5.7 of this chapter addresses the subject of play and ritual in connection to voice and
dialogue.
In Chapter four, transcriptions of final interviews and responses to the
sounding exercise include powerful statements about the teens’ responses to this
experience, an experience that was notably without verbal, critical or analytic content
of any kind. Participants merely laid on the ground and made sounds together. As a
witness to this experience, I remember thinking that the encounter took on a certain
ritual or spiritual quality. The teenagers seemed to share this feeling. To recount a
few of their responses: Sharon called the experience "spiritual" and "an emotional
orgy"; Karen said she "felt like all the voices were inside of [her]"; and Martie called
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it "unexplainable” and related it to drug induced experiences that trigger "something
inside of you....[the] beautiful things" that you don't know how to get in touch with
"without drugs." As she said, the experience "was better than any trip....so pure, so
perfect and so beautiful that [she]...felt naturally high." Others also talked about the
experience as "better than drugs" and "better than sex." Tess said it helped her to
"solve problems" and felt that she suddenly knew she could do her homework
afterwards. Jenny likened the experience to "Pow Wow" rituals she had attended.
She also maintained that these Pow Wow events, which included similar drumming
and dancing encounters, enabled her to not "care what other people say" and to be
outspoken. She and Erica talked about how "something happens to you" during these
kinds of experiences.
These reactions were by far the most positive and exuberant responses during
the entire project. And, as the teen women said (and I also felt), the group really
bonded in a special way after that. Tess thought they got "to know each other on the
inside."
A certain kind of separation or attention to outward differences seemed to break
down. I was struck with Martie's comment, particularly, about feeling awful about
her appearance before the exercise, and then afterward, not caring because she now
knew she was "pretty inside." Several young women suggested that it was the
"answer for world peace."
The exercise, when repeated, never again took on this kind of intensity and
there may well have been other factors that contributed to the kind of experience that
was created in that moment. For example, the circumstances that led up to it involved
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a great deal of resistance to me in the form of humor and enacting of their own rituals
and games. (The subject of "productive resistance" is discussed in the "pedagogy"
section of this chapter.) It was also a special long rehearsal, and as such, broke with
the time frame of regular sessions. In any case, what did happen was the creation of
a special kind of time and space in which the teen woman took over the process in a
constructive and meaningful way. Within the structure of a theater rehearsal, the
teens constructed a reality of their own, outside of secular norms. This reality constituted as a ritual space - was clearly something they experienced as
transformative and very much desired.
5.4.4 Ritual Space ..and Liminality
My own personal experience with this and other process theater activities has
been similar. I have experienced a feeling of freedom and what I call a spiritual
connection during such activities but I had not expected the teenagers to necessarily do
so, and certainly not with such excited passion. I now suspect that the power of such
experiences might be quite natural for many teens.
If many teenagers feel betwixt and between, no longer children but not yet
adults, it seems plausible to consider that the teen years are, for them, a time of
"liminality." In Chapter 3 I cite anthropologist, Victor Turner's (1974) definition of
liminality as a ritual time and space that "occurs in the middle phase which mark
changes in an individual's or a group's social status and/or cultural or psychological
state in many societies past and present" (p. 273). It is an in-between-time, when the
old is over but the new has not yet begun. I also reference Peter McLaren who uses
this metaphor of liminality to propose an ideal teaching environment for empowering
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students. Such an environment, according to McLaren, creates a special space and
time that allows participants to ritually leave the "space” of traditional and institutional
structures in order to resist them and therefore embrace alternatives. McLaren
maintains that in order to achieve this, students must be involved fully, bodily, and
impulsively involved in the struggle for meaning in classroom culture.
Many teenagers may have a dual need for this kind of ritual space and time; a
place for humor, silliness, acting out, and playing; and a time to get in touch with
something "spiritual” or as Martie put it, what "cannot be explained." Not only do
teens feel disregarded by adults - and therefore very much in need of spaces for
resistance - these teenagers also feel psychically displaced in a world run by adults. I
am suggesting that a liminal time and space might reflect the psychic inner space that
many teenagers already inhabit. Providing an actual external time and space for this
might be one way to allow teenagers to more easily and honestly construct their own
reality - and in doing so, perhaps begin to engage in some healing and positive
change.
As documented in Chapter 3, a few writers have suggested that the 'teen crisis'
might be partly due to the loss of initiation rites in our culture. For example, Michael
Ventura points to the initiation ceremonies of tribal cultures as a rite of passage for
adolescents that is possibly missing in our own. According to Ventura (1994), these
rites "met...the intense psychic cacophony of adolescence" with an equal but focused
extremism from adults." Instead of running from "this moment in their children as do
we; they celebrated it" with rituals that contained "all the light and darkness of their
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tribe's collective psyche, all its sense of mystery, all its questions, and all the stories,
told both to contain and to answer those questions" (p. 66).
Malidoma Some, originally a medicine man of the Dagara tribe in West
Africa, also maintains that this loss of "initiation” and parents' according "lost
connection to the earth" ("Rights of passage," 1994, p. 67) are the cause for the
traumas of today's adolescents in the West. It is possible that the success of outdoor
adventure programs with teenagers, what one writer referred to as experiences of
"geopiety" (Knowles, 1992, p. 6) are evidence of the need adolescents have for
encounters with ritual space, a reality outside of the mundane - and in their case
alienation - of secular time and place structures.
5.5 A Need for 'Other' Knowledges and Non-secular Approaches to Learning
In Chapter 3 I tried to show how creative process, (with its risk, uncertainty,
and ambiguity) is a means of incorporating a postmodern, non-secular approach to
learning. I also presented creative process as a learning experience that sometimes
requires an element of faith in order to leave the familiar (without specific standards)
and allow for unexpected innovation. In some ways, I see creative process as a form
of spiritual experience or perhaps as a means of developing spirituality. The teen
women seemed to make this connection as well. For example, the sounding exercise
was described by several of them as "spiritual." In any case, the theater exercises in
this project, did seem to create a special "ritual space" for these teenagers.
This kind of learning and experience may have special significance for many
adolescent females. Gilligan hypothesizes that the shift from a more playful and
experiential approach to learning in elementary education to a critical "detached" focus
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in middle schools might be directly in conflict with the developing "care ethic” that
she sees as characteristic of teen young women. She believes this shift may contribute
or even be a primary source of teen women’s feelings of alienation. Gilligan also
cites Hirschman regarding the importance of resisting detachment in terms of creative
and transformational opportunities:
The willingness to trade off the certainty of exit for the uncertainty of
improvement via voice can spur the 'creativity-requiring course of action' from
which people would otherwise recoil. (1988b, p. 153)
Providing opportunities for "connected ways of knowing" (Belenky et al.,
p. 101), experiences that encourage intuitive, creative, and (what I am calling) spiritual
knowledge, might not only serve to counter the rational and critical focus of schooling
that is alienating to adolescent young women but also encourage possibilities for
f

change.
5.6 Analysis pf the Pedagogy
This section analyzes the program pedagogy in relation to voice and resistance
and, considers its success in providing ritual space for creative and spiritual
knowledge. I have organized this reading (my own) of the data into sections that
review what seemed to be successful and what seemed less successful or contradictory.

5.6.1 Whai £g£m_ed to Pe Successful
The stories in Chapter 4 appear to report empowering experiences for the
young women in a number of ways; for example, they talked about a sense of greater
self acceptance, bonding in ways that were not otherwise happening in their lives,
ability to say and do things they wanted without worrying about "being a jerk"
(Sharon), some dissolving of the group clique separations that were present in school

234

and even some changes in these divisions outside of the project, feeling accepted and
heard in the group, and an ability to share about pain and depression and not feel
alone. In general, the project appeared to provide a special place and time or ritual
space for these experiences, experiences that seemed at times and to some extent
transformative. There are certainly indications that some of the young women spoke
in a more empowered voice by the end of the project. The following are a few
examples (from final interviews):
Erica

Through this whole thing I feel now that if somebody doesn't
like the way that I am, I don't get upset about it. Sometimes
when somebody says something to you, you take it personally.
But now, I totally really don't care what people say because I
know who I am and I know what I want to be like. And I know
I don't need to listen to them or even take into thought what
they are saying about me.
*

Martie

We are starting to have options.
*

Sharon

This thing happening made me not want to be depressed
anymore, think about suicide. It made me feel closer to myself.
Not being afraid to act like a jerk in front of people, that kind of
thing.

At another time Sharon also says,
I feel like I am going to open my mouth a lot more now. I won’t let people
walk on me.
In Chapter 1 I outlined some of the specific aspects of the pedagogy that were
developed in an effort to reflect a postmodern feminist influence. In the following
sections, I will again draw on this framework using Rosenau’s tenets of
postmodernism described in Chapter 3, to discuss what seemed to be successful. The
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sections are organized as follows: Deconstructing humanist notions of time, space and
history; decentering notions of a subject; and, challenging meta-narratives.
5.6.1.1 Deconstructing Humanist Notions of Time. Space and History
5.6.1.1.1 Using the Electronic Media
In Chapter one I pointed to the use of community interactive television as a
means of doing pedagogy that challenges traditional time and space boundaries and
provides opportunities for voice about these particular teens' lives:
The electronic means of communication explode the space-time limits of
messages....[and] "reality” is constituted in the "unreal" dimension of
the media. (Poster cited in Lather, 1991, p.21)
As cited in Chapter 3, according to Mark Poster, these shifts are the ground of post¬
modernism" and they have provided the basis for an awareness of "interactive
complexity, shifting-centered, and multi-sited constructedness of our selves and our
worlds" (p. 21).
The project enabled teen women to reappropriate television media in order to
tell their individual stories - their way - and to break with some traditional time and
space conceptions via the interactive call-in component. Direct telephone
communication with viewers did, to some extent, break the standard television frame.
The program also allowed them to control a media form that was already very much a
part of their own culture. This program design, did in fact, seem to provide the teens
with some sense of public voice that was empowering, whether or not the content was
taken seriously. As documented in Chapter 4, several of the young women said they
felt good about being seen and heard publicly on television. Their impressions
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seemed to indicate that this kind of recognition might be one way to begin reversing
their feelings of alienation and disregard.
5.6.1.1.2 Liminal Time/Ritual Space as Sites for Productive Resistance
One aspect of the pedagogy that seemed to be successful was the creation of an
environment conducive to what I saw as productive resistance. From several young
women’s reports, the playful, creative and inner focused experiences in the project
(outside the secular norms of an alien adult world) encouraged them to do and say
what they wanted more of the time. It was my impression that this ability allowed
them to resist the structures of the project, and me as well, but in a constructive way.
Chapter 3 documents several writers' challenges to linear/secular conceptions of time
and space and the possible implications for education. Peter McLaren's discussion of
ritual space and liminality (referenced above), for example, is related to what he sees
as an ideal classroom model and in particular a space for empowering resistance. He
talks about the class clown as an example of this kind of resistance.
The teens' continual use of humor as a means of resistance to me and my
agenda demonstrates this kind of dynamic. It is perhaps significant that the young
women adopted this form of resistance as well as the young men. In Chapter 3 I cite
feminist exception to McLaren's class clown analysis in that the clown role is seldom
taken by females in that setting. This was not so in the project; the teen women took
on clowning roles equally often and I suggest that it is a consequence of rehearsal
formats which broke with traditional structures. My favorite (and the most obvious)
example of resistance to imposed spacial structure was when I questioned Sharon
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about staying on task in a group assignment when she had climbed up onto the
lighting rafter:
Sharon

[from up in the rafter - joking] I've fallen and I can’t get down!

Janet

Are you going to brainstorm the connections? [This was the
assignment.]

Sharon

Yeah, [slightly irate] I'm doing it from up here!

Chapter 3 also includes discussion of ritual re-appropriation of space as acts of
resistance throughout history, for example, in the dancing and celebration of Africanamerican gospel worship during slavery times as acts of defiance against the
’’reverence and stillness” of the white Christian church (Maultsby, 1990, p. 3). The
discussion also includes portrayal of ritual space in terms of healing, both as a means
of challenging internalized oppression; (i.e., by changing the outer reality, the inner is
transformed); and as a means of exteriorizing an inner state in order to give it form
and expression, to make desires manifest. I see ritual expression as a means of giving
voice to an inner reality or parts of oneself that might not otherwise be easily
expressed.
This intent to exteriorize inner states is very much consistent with Augusto
Boal’s theoretical foundation for Forum Theater and the many games and activities he
developed that lead up to Forum. Theater games and exercises can allow one to
outwardly exhibit an inner state, and thereby give it form and expression. In doing
so, one can begin to change either the inner state or the circumstances that create
those feelings or beliefs.
The most powerful moments of the project were times when the teen women
resisted my structures and engaged in games and rituals of their own choosing. For
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example, before the sounding exercise, they had essentially taken over the rehearsal
with their own games, singing, and other ritual practices. Chapter 4 documents
several instances of these productive forms of resistance. In addition, the nature of
the moments they reported as powerful, most notably the sounding exercise, but also
the games and particularly the ’’open improv,” were always activities that broke with
modemist/secular time and space structures. Often, periods of open sharing among
the young women were preceded by these kinds of rituals. For example, sharing time
at the end of each rehearsal was preceded by things like guided meditation and
drawing pictures. Their most productive discussion of problems during the first year
also happened after a break period when they staged a mock "role-reversal" wedding
with a male bride and female groom.
5.6.1.1.3 Looking to the Ritual Past
In creating space for productive resistance, the project, at times, incorporated
experiences that invoked a ritual sense of the past. This kind of environment reverts
from modernist and linear views of time and history. In Chapter 3 I cite theater
director, Richard Schechner's (1973) discussion of the Egyptian ceremonial spectacles,
public rituals that created "a special place that existed in a special time" (p. 21) and
their influence on his work. In many pre-industrial societies, public rituals, such as
’Carnival’ performed the same purpose. Within the context of a special place and
time, the desires of the participants could be ritually realized:
The masquerade is a striking expression of the breaking away from
ordinary or profane time, the entrance into fictive or sacred time. Rites
of role reversal signal that the transition period has begun, indicate that
the human group serving as the societal base for the festivities is
momentarily turned upside down." (Ladurie, 1980, p. 306)
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The ’’mock wedding” as well as clowning, humor, and other ritual games
during the project did take on this kind of time and space inversion and certainly, at
times, embodied a form of resistance that seemed to be productive. In some cases,
ritualized play was inspired by the project but took place outside if it. For example,
Martie began guided visualization meditations with her friends. Another example is
when I gave an assignment to imagine and write about a future fantasy perfect world.
The teens completely ignored this as an assignment, but later collectively created the
fantasy together as a group game while riding the bus - and reported it to me
independent of the assignment. Within the familiar time and space structure of an
assignment, they resisted productive activity. When they re-created the assignment as
a ritual game of their own choosing, the activity was successfully and quite creatively
completed.
What most resembled a return to the ritual past were activities that dramatically
broke with linear and rational methods. For example, the spontaneous and often
bizarre 'open group' improvisations took on not only a "carnival” quality, but also
seemed to evoke a timeless, return to childhood and sometimes a tribal spirit
according to teen women's reports:
Jenny

Especially when we were doing the Indian thing [during open
improv]. Because it brings you back. I think everyone has
tribal nature in them. It's like little kids.

Sharon

It brings you back to childhood, to the closeness of the womb
which is so safe, secure and comforting - or the tribal instincts.

The sounding exercise (that Jenny also said reminded her of Indian Pow Wow
drumming rituals) had the same affect and more intensely. Immediately after the
exercise, Martie compared the improvisation and sounding experiences:
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Remember when we were doing the "it's not a bottle" [referring to the open
group improvisations]? Remember when someone started beating on the drum
and other people were dancing? That reminded me of -1 think everyone can
relate to the fact that when you are a child you, you have an imagination now,
but when you were a child it was stronger. You could go out into the yard
and pick up leaves and pretend you were an Indian and stuff. And today it
was like me being a child, not caring what other people saw. It was like being
a child again.
The positive responses reported by the young women to these and other experiences
that were clearly disengaged from a modem and linear construction of reality,
indicated to me, an important and empowering aspect of the pedagogy.
5.6.1.2 Decentering Notions of a Subject
5.6.1.2.1 Embracing Fragmented Contradictory Selves
In a number of ways, it seemed that the departure from conventional time and
space structures as well as the theater model were positive pedagogical practices for
embracing a decentered subject/self that is empowering.
For example, discussions between several young women in the project seemed
to acknowledge a perception, on their part, of a social construction of identity.
During one rehearsal, Martie, Susan, and Sharon talked about their 'selves' as
reflections and parts of everyone else:
Sharon

When I look in the mirror I expect to see a reflection.

Martie

But when you see your reflection you don't see yourself.

Susan

I know.

Martie

Because when I look at myself I see myself differently than
other people see me - and I have no idea...

Sharon

And have you noticed how we have to wear these masks? I was
going to bring this up with my mom. I wear these masks and
we can't show who we really are - so therefore...
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Martie

I got me - after a while you begin to lose who you really are;
you’re no longer one person. You're basically pieces of
everybody else...

One thing that seemed successful about the Boal theater model was the extent
to which it promotes an acknowledgment and acceptance of our many selves, what
Boal (1995) calls "all the saints and devils" in every one of us. In Forum Theater,
participants take on different roles and act-out different characters with infinite
possibilities for behavior and action. As I stated earlier, the teen women seemed to
enjoy the opportunity to play out these possibilities, finding parts of themselves to
perform those roles. For example, I was often struck by Amelia's very strong
assertive ability during improvisations since she was always so quiet and
accommodating at other times. According to Boal, theater improvisation can provide
practice opportunities for changing behavior in order to begin doing so at other times.
There certainly seemed to be some interchanging of roles, outside of improvisations,
in relationship to me. For example, after one rehearsal when I felt I had been out of
control and was upset (though I tried to hide it), several of the young women came up
to hug me later. It seemed that they sensed my need for support. During the first
broadcast, they helped me with my nervousness about moderating the show live. In
addition, there were many instances when the teen women more or less took over as
documented in Chapter 4. And, although this research did not document behavior
outside of the project, it did seem that the practice opportunities, at the very least,
helped to build an awareness in these young women of other identities within
themselves.
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I have found myself wondering if the confusion about identity, often hailed as
the hallmark of teen development and certainly something that these teen women
struggled with, might not be reframed as a positive opportunity that young women
have to understand (more easily perhaps than adult women) and accept the
fragmentation and decentered condition of our subjective identities. For example, if
properly embraced, teen women may have the ability to be more openly and
consciously "self-styling” (Gore, 1993, p. 64) themselves according to desires. It may
also be that these young women's resistance to representation involves frustration with
others' attempts to establish an identity for them because, at some level, they are
aware and may even desire to keep their identities fluid.
Gilligan, Pipher and others talk about teen women’s need for adult allies and
particularly adult women with whom they trust. My experience in this project has
led me to suggest a further criteria for this alliance. I believe the teen women in this
project desire adult allies who accept their fragmentation and confusion about identity.
It seemed that they wanted the confusion embraced

as an acceptable identity.

5.6.1.2.2 Integrating 'Other' Knowledges
In Chapter 3 I document feminists' call for a "new subject." According to
Rosenau (1992), this "returning subject" is "focused not on the 'Great Men' of
history, but rather, on daily life at the margins" and is "at once, sexual, emotional,
political and spiritual....in touch with 'impulse and process'" but not at the center of
anything (pp. 57-59).
Elements of the project design that incorporated other ways of knowing,
beyond reason and dialogic learning, were intended to embrace a "new subject"
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approach to pedagogy. For example, most exercises and games engaged the young
women physically and bodily, drawing on impulses and intuitive, felt responses.
Other activities focused on building trust and vulnerability. Many activities were
focused on creative expression or simply having fun and being silly. Some invoked a
sense of spiritual or ritual meaning as discussed above. All of these different ways of
learning and knowing, did, I think, encourage the young women to accept and
embrace their many creative, intuitive, feeling and spiritual selves. In addition, these
experiences seemed to promote a special bonding and several young women also
mentioned examples of changed social relationships at school as a consequence of
sharing these experiences with one another during the project.
The limits of language and dialogic learning were probably most strikingly
apparent in the sounding exercise. Responses to this experience have led me to
question my own definition of "voice." Although I have long considered creative
expression as an important means of providing voice, I continued to have expectations
concerning something that was specific, understandable, and audible or at least
observable as constituting voice. I am now not so sure. From what the teens said
after the sounding exercise, they felt they were communicating during that time in
ways that were not exactly tangible. In addition, instances of what appeared to be
empowered voices are not always so. For example, Sharon often talked about herself
in feminist terms, asserting her womanness, for example, as something strong and
powerful and she was always full of radical feminist quips (written on her sneakers for
example). However, when I talked further with her about her future plans (plans
about going to college that she had previously told me about), she admitted they were
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on hold because her boyfriend might want her to get married right away. There was
certainly a disparity between the voiced identity through feminist talk and what was
actually happening in her life.
In acknowledging other ways of knowing, standards for assessing voice may
also need to be reconsidered.
5.6.1.3 Challenging Meta-narratives
In order to embrace multiple and contradictory perspectives, Patti Lather
advocates pedagogy that allows students to perform different truths, allowing all sides
to have a voice instead of debating the right answer. The Forum Theater design was
intended to allow for this multiplicity and the teens seemed to enjoy it partly for this
reason.
They advertised their broadcasts using the phrase "there are many ways to tell
a story.” In addition, the young women's enthusiasm for the forum exercises, their
resistance to representation, and their confusion about individual identities, all seemed
to indicate a desire for a more relaxed approach to truth and reality. To some extent,
I think the format did enable them to say what they thought without worrying that it
might be wrong.
In Chapter 3 I cited Ellsworth's claim that what needs to be said may not come
out of dialogue or rational debate. According to Ellsworth (1989), "words spoken for
survival come already validated in a radically different arena of proof and carry no
option or luxury of choice" (p. 302), and so, monologues or "speak-outs" are often
more appropriate forums for the "silent Others" (p. 310) to be heard. As an
oppressed group in relation to adults, these teen women very much wanted to speak
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and it seemed they wanted to do so whether or not they were heard and whether or
not anyone agreed with them. Simply being able to speak their truth seemed to be an
important step needed before critical analysis or discussion.
The Forum Theater public broadcasts seemed to provide this speak-out
opportunity and I believe there was a loss of interest in the interactive focus of the
project because it was not perceived as important. The teens simply wanted to be
heard and recognized. Several teen women acknowledged that what they said
probably did not change anyone’s attitudes. However, they nonetheless felt good
about being seen, heard, and having performed well. As Corinne put it:
I think that the broadcast was good. If I were to sit down and talk about
something, people can stop me, interrupt me and they can argue to a point that
I don't want to talk to them anymore because they are just making it
impossible for me to really speak. But in a broadcast they can shut me up but
I don't know they did.
5.6.1.4 Death of the Author: Challenging Teacher Authority
Chapter 4 documents various ways in which the young women demonstrated
resistance to me as a final authority on anything. Since the resistance was always
respectful and usually productive, I generally saw this as a successful element of the
pedagogy and directly related to their feelings of ownership in the project. As I stated
earlier, the most productive and powerful moments happened when they took over
with their own agendas. And, even when the program remained within my agenda, it
was the teens (usually the teen women) who monitored the "focus" of the group.
Desire for ownership was a common theme and several young women admitted that
they liked the second year better, when I took more of a back seat role.
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Creating ritual space that includes play and ritual, outside of conventional time
and space structures seemed to support the young women’s ability to challenge me in
a productive way. When I asked them to talk about their concerns and issues, there
was a great deal of resistance and frustration. For example:
On tape, Martie confessed that they taped over the original because they were,
"goofing off and being pornographic."
In one group, the teen women whispered to each other so the mic couldn't pick
up what they were saying. Eventually they tore up the flip chart they were
working on.
These reactions contrast sharply with the very positive and engaged immediacy of
their responses to the sounding exercise which happened later during the same
rehearsal (documented above) but happened only after they had taken over the session
with their own rituals and games (documented in Chapter 4).
A desire for collective fun and play as a means of doing and learning - in
contrast to an authoritarian model - was definitely voiced. During interviews, Erica
talked about wanting classes in school to be more fun and also about a desire for
doing collective versus individual projects. The desire for collective community and
creative celebration was also quite obvious in the fantasy skit when school was
represented as a place where students are literally fed the material the teachers want
them to learn through a funnel and mouthpiece. The characters break out of this
situation in the skit, through dancing, drumming and singing.
5.6.2 Deconstructing the Pedagogy
In this final section on pedagogy, I attempt to briefly deconstruct the process
and look at not only what did not seem successful, but also to look for what I wasn't
looking for during the practice, observations and analysis. The purpose of this
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deconstruction is not to debunk or undermine what has been done, but to keep the
process reflexive and to look further at what I have learned but may not have seen had
I not done so. For example, in looking back at the pedagogy in this way, it has been
interesting to find how 'critically correct' my data seems to be. I most definitely was
not using a "both/and" approach at all times and, although such a thing is probably
not possible, I have found it useful to specifically take note of the contradictions. In
order to do this, I have used Jennifer Gore's method of identifying and analyzing
one's own "regime of truth" as described in the Chapter 2.
Gore (1993) suggests that teachers reflect upon their own "technologies of the
self' (p. 92), that is, the ways in which their own power is actualized, through actions
and behavior, in the teaching setting:
Pedagogies produce particular political regimes of the body...pedagogies
operate as regimes of truth, (p. 60)
She sees these "regimes" as "less dangerous" when one is sensitive and conscious of
them. According to Gore, one way to do this is to deconstruct the
"either/or"..."totalizing logic" (p. 74) of the pedagogy, the inherent "differentiations"
(p. 74) that set up a system of good versus bad sets of behaviors and actions and
thereby counter a both/and perspective.
Although it is beyond the scope of this paper to provide an in depth account
and analysis of the many behaviors and actions constituted by power relations in the
project, stories in Chapter 4 reveal a good many contradictions. The following
section is a brief look at some examples of these discrepancies and "differentiations"
imbedded in the pedagogy.
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5.6.2.1 General Contradictions
5.6.2.1.1 A Representative Few
The most obvious contradiction involves the issues of representation mentioned
above. Much of the data reported is from a small number of the young women (often
one of them, Martie) who I often document as representative of the group. There was
some agreement among the adult participants concerning reasons for this.
Because of the continual changes in the makeup of the group, the smaller
number of regular participants were naturally more vocal but also, some of the teens
simply had more power and/or were more publicly expressive. The program seemed
to be successful in providing a space for the vocal students to speak their reality but it
may not have been so successful for the less forthcoming.
In addition, the emphasis on creative expression may have been a contributing
factor (discussed below), but even when class activities focused on discussions only,
some of the students were silenced. Videotapes of one small group discussion, for
example, showed Tess continually trying to speak without success as Martie
interrupted and took charge. In one instance Tess did make her ideas known but I
noticed (later) that they were ignored in the final outcome (the assignment had been to
collectively create skit ideas). The process was clearly not entirely inclusive. Without
more specific structure than I gave them, the usual power relations were present. In
retrospect, it seems that the design did not attend enough to the issues of difference
within this group. For example, the mature-looking attractive young woman (Martie)
got more air time than the less attractive, somewhat overweight, and less maturelooking young woman. (I also observed, however, that Martie's "monologues"
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sometimes seemed to provide permission and open the group to more intimate
discussions.)
5.6.2.1.2 Teacher Pleasing
Except for one student, Karen, every young woman who attended final
interviews said almost only positive things about the project. I was naturally happy
about these reactions and encouraged by what seemed to be their empowered voices.
However, I am prompted by literature in feminist pedagogy to look further at these
reactions, to be suspicious of such overall positive blanket statements. In Chapter 3, I
cite Patti Lather’s suspicions concerning teacher pleasing in the ’correct’ feminist
reactions documented in her students' journals. It is with similar suspicion that I
perceive some of the 'empowered' statements in these interviews. For example,
Sharon's comment about "not being afraid to act like a jerk in front of people" as
consequence of the project, must be, at best, overstated. And in fact, her later
reactions are not so positive. For example, one adult participant, Rick, told me that
he had spoken recently with Sharon and felt that she had become "embarrassed" later
by some of the things she had said on camera.
5.6.2.1.3 Loss of Interactive Focus
One of the original purposes of the project was to give the teen women a
public voice in their community. As I mentioned earlier, the teens were fairly cynical
about being heard or taken seriously, and, the interactive component of the project
was not particularly successful. There were not a lot of calls from the viewers and,
although it looked like this response could have grown with time, the young women
did not seem overly interested in having dialogue with adults who did not take them
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seriously. Although they nonetheless liked the opportunity of being able to say what
they wanted publicly, it seemed very problematic that their voices were not perceived
as being heard.
5.6.2.1.4 Mv Role
In reviewing videotapes of rehearsals, I was struck with how often I adopted a
quite traditional leadership role without being aware of it. For example, I never
consciously decided to stop "sharing” vulnerable personal information during sharing
time - but in fact, did stop after the first few classes. This may have been fine and
too much self-disclosure may have been inappropriate. But this had not been the
original intention and the contradiction is there. We were supposed to be sharing
together. Also, the "no talking” rule, which was often part of the exercises, never
applied to me. Again, I was not aware of this at the time. Perhaps more important
are instances when I ignored what may have been quite important resistance and
clowning. For example, I discouraged jokes and improvisations that were sexualized
and at the same time talked about how theater activities could encompass anything, as
long as they did not directly attack or offend someone. Students were clearly
expected to conform to rules that I did not consciously intend.
5.6.2.2 My "Regime”; The ”Differentiations”
According to Gore (1993), although it is not possible for teachers to eliminate their
"regimes of truth" or "differentiations," what is dangerous is failing to see them as
such and "to conceive of leadership in non-reflexive ways" (p. 122). The following
sections reflect a brief assessment of three differentiations I created in the project:
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Creative Expression versus Dialogue and Analysis, Openness (Anything Goes) versus
Closed (Highly Regimented) Structure, and Social Issues versus Other Subjects.
5.6.2.2.1 Creative Expression versus Dialogue and Analysis
As I mentioned in Chapter 4, the emphasis on free and creative expression
sometimes inhibited what the teen women really wanted to say. As a few of them told
Natalie, sometimes they just wanted to talk more. In addition, the creativity emphasis
may have silenced certain young women and thereby contributed to exclusion themes
in the project. The design, therefore, may not have attended fully to marginalized
voices. In this case, the "other" were those who were not easily "creative" in
activities. Natalie also noticed that several of the teens often copied one another
during exercises that supposedly elicited intuitive, impulsive responses. In addition,
during final interviews, Tess admitted that she often felt bad during rehearsals because
no one chose her for partnering exercises. The design did not attend to these kinds of
exclusionary practices among participants. And, some students did not get a chance to
take a turn during exercises. I noticed on one videotape that Terry hadn’t done the
"trust" exercise although everyone was supposed to have taken a turn. I had not
noticed that she didn’t. It was shortly after this class that Terry dropped out of the
group.
5.6.2.2.2 Open (Anything Goes) versus Closed (Highly Regimented) Structure
The program included a fairly regimented structure although there was freedom
within it and that freedom sometimes created difficulties. For example, as I already
have mentioned, the lack of control that I took with skit development probably
contributed to the quality of broadcasts and extent to which the messages were not
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taken seriously. Also, the open form allowed the teen women to sometimes really get
into their victim roles and impossible scenarios. The teens also had a tendency to
demonize and exaggerate roles and the representation of characters in skits were often
very stereotypical. In looking back at this, myself and other adult participants have
critiqued the format for these reasons.
This critique is also consistent with feminist critical assessment of Boal
method. In Chapter 3, for example, I cite Berenice Fisher's point that Boal's "strong
emphasis in action...de-emphasizes reflection" (p. 186). Although she recognizes the
value of intuitive, spontaneous responses that are acted out in Forum Theater, she
reminds us that there is also a need to distance from experience in order to process
and reflect. "Making good political sense out of spontaneous responses requires
political experience and political discussion" (p. 196).
5.6.2.2.3 Social Issues versus Other Subjects
I introduced the project as an opportunity for the teens to bring knowledge of
their problems and issues to the community via theater and television. The group did
not elect to have this focus and, as documented in Chapter 4, in a few cases it seemed
that topics were chosen because they were perceived as "hot" and not because they
directly related to the teens' lives. For example, the date-rape skit was developed by
a student who had not experienced rape. Chapter 4 also documents an instance during
the "fantasy skit" rehearsal when the young men tried to move the story into an urban,
dark-humor, action theme. With the young women's help, I discouraged this
direction. Later, I thought that something very interesting might have come out of
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that had I let it go. Also, the entire program was extremely female gender-friendly
and not particularly sensitive to the male students.
5.7 Rethinking the Methodology
And this thing was on me the whole time. Copying my every move. And they
[the videotapes] would be shown to a group of people who would watch this and
also critique me.
The dangers of representation and "outsider” analysis could not be more
poignantly described than in these words used by Martie to describe her fears of
objectified analysis when videotaped against her will during therapy sessions. I have
continually thought about this throughout the project - and without any resolution
other than a strengthened belief in the importance of reflexive methods. How this is
accomplished is another question. There have been problems, for example, in
providing validity checks with the teen women.
As I explained in Chapter 2, although 1 had originally intended to include the
young women in the analysis process, it became impractical and eventually impossible
due to their lack of interest and my change of location. I did attempt to reflect an
"insider" approach to the teen women’s views concerning power but my additional
interest in power relations within the project required an outside reading of data since
the teens did not address this topic directly. As a consequence, the data analysis is
largely based on my own reading of the data, although there is some triangulation
with adult participants.
I do think this problem raises some interesting questions about methodology.
For example, is it really better to include participants in validity assessment when they
have no interest in the subject?

Also, even if I could go back to the young women
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with the "results" (in order to "triangulate"), there would be additional problems:
First, it seems obvious to say that the results I would share with the young
women would not be an honest representation of my findings unless I shared all of my
observations. However, I would not, for example, want to share my observations
about Martie's silencing of Tess or her tendency to monopolize conversations certainly not to Martie or Tess since it would be hurtful to both of them. And, since
a primary objective, in fact the starting point of this research was to empower the
young women, the last thing I want to do is confront them with negative information at least not without a good deal of time, planning, and processing that would not, in
this case, be possible. In fact, such a program would probably constitute another
research project entirely. On the other hand, I could not, without completing
silencing my own 'truth', avoid reporting what I believe to be important observations
that sometimes, illustrate less than positive information about particular participants.
In addition, the students were not analyzing themselves, so, even if they did
participate in the analysis, it would only be a reaction to my review. In such a case,
how would I guard against teacher pleasing? In other words, how would we then read
their reading? Would it be necessarily closer to 'truth', particularly since the analysis
would not be directly coming from them first-hand? My impression is that the young
women’s participation in the analysis would be difficult to read since it would not be
bom of their own desires, passion and interest.
As in Foucault’s warning that "everything is dangerous" (cited in Gore, 1993,
p. 56); a methodology bent on completely insider, purely ethnographic, or fully
participatory approaches can easily become a rigid master narrative. In Chapter 3 I
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cite various feminists who critique attempts to eliminate all totalizing theory.
Following their call for inclusive both/and theory, the method I have used
encompasses several approaches; some were planned from the outset (outlined in
Chapter 2) but some were not. This, I now think, is not only fine, but perhaps a
successful aspect of the research; in keeping with an epistemology that embraces
ambiguity.
Reflexivity
Thinking back about my own role as teacher and researcher in this project, I
continually see the value and necessity of deconstructive analysis - in both teaching
and research - and particularly in research situations that preclude more standard
ethnographic approaches to study as in the case of this project. The contradictions I
have highlighted as a part of the deconstructive analysis, as well as other reading of
the findings in this study point to a need for more focused investigation of pedagogical
practice in ways that deconstruct, in detail, the "technologies of the self' and
"differentiations” as defined by Gore. I have only touched on some of these
differentiations but it is enough to see how much can be learned from this way of
looking. The final chapter summarizes my recommendations from this study.
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CHAPTER 6
CONCLUSIONS AND IMPLICATIONS
6.1 Speaking for Themselves
Before making summary statements, I want to once again address the problem
of representation. To highlight and warn against speaking for teen women is a
primary finding of my study. The contradiction in this statement is obvious but not, I
think, without relevance. The young women did not indicate a desire for adults to
stop trying to understand or take up their cause. In fact, much of what they said
seemed to be a call for being heard and getting help. My impression was that their
objection was about being defined and categorized by adults and also about the posture
often taken by adults as that of already knowing or knowing more about teenagers
than the teens know of themselves. The following summary conclusions are not
intended as such; they are suggestions that I have understood to be called for from
these teen women. The recommendations may be relevant for other teen women,
particularly those in similar social and economic situations.
6.2 Adult Allies Who Accept Confusion
Part of what angered these young women about being spoken for seemed to
derive from their own confusion about identities. My impression was that they
wanted adults to accept this confusion and fragmentation. Adult allies, (and according
to the literature, women allies), are needed who will listen and keep trying even when
teen women are not immediately forthcoming; attempt to understand; be supportive
despite the young women's confusion; and accept them exactly as they are confused, depressed, fragmented or otherwise.
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6.3 Ritual Space for Expression and Productive Resistance
A special place, what I am calling ritual space, is needed for teen women to
comfortably express the many conflicting and difficult realities of their lives, realities
that often include a great deal of stress and depression. A space is needed that is
outside of the secular adult world where teen women feel alienated and disregarded; a
space that embraces their displacement, and in doing so, provides a means for
exploring other identities (including identities of strength and resistance) and
encompasses some of the intensity and mystery of an unsure and unfamiliar psychic
location. A good deal of trust and communication is also needed in order to avoid the
focus on others’ expectations and judgement and also to support a "care" and
orientation that is characteristic of many teen women. The environment should also
provide space for productive resistance, a sort of practice opportunity for confronting
the challenges teen women face in their daily lives, and to do so in ways not limited
to "power-over" solutions since, as one teen woman noted, that kind of power has
limits and sometimes draws a contrary effect.
6.4 Creative Expression as Ritual Space
Creative expression seems to be one way of breaking out of traditional time
and space constrictions and providing ritual space. In this project, the many forms of
creative expression that were a part of the program (theater games, dramatic
improvisation, drawing, writing, etc.) seemed to enable this kind of open, sometimes
playful, and safe environment. It allowed communication, trust, an ability to let go of
judgement or worry about others' expectations, the development of the teen women's
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own forms of play and rituals, and an opportunity to sometimes resist me, the adult
authority figure, in ways that were respectful, creative and productive.
6.5 Implications for Pedagogy
Engaging the creative imagination seemed to allow these kinds of openings and
certainly indicated a focused need for such a space in teen women's lives.
Educational institutions, as secular and modernist establishments, have not generally
acknowledged a particular need for intuitive, creative, or spiritual development.
Attention to process and "other” ways of knowing in this project were
indicated as a means of building empowered voices among adolescent young women
and also as a way of dealing with stress and depression. There was also a desire
expressed for more collective and "fun" kinds of learning in general. Practices that
break with secular and traditional time and space constrictions, exercises for example
that are designed to get at intuitive responses, physical engagement, play, and
meditative relaxation may be a way of providing ritual space for healing within
education - healing that seems to very much needed if we are to keep from "losing our
girls quietly." The project suggests that the ritual experiences drawn from creative
process, what some of the young women called "spiritual" experiences, are not only
needed but a critical necessity in these teen women's lives.
The data also suggests a need for deconstructve analysis as a means of
providing reflexivity in both research and pedagogy. The following recommendations
concerning pedagogy design are a product of the deconstruction in this study:
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6.6

Recommendations for Further Development
A very big problem that was further highlighted by the deconstructive analysis,

was the extent to which the pedagogy design did not adequately deal with power
differentials among the teen participants. It was indicated by the teen women that
some of these differences seemed to break down within the project as a consequence
of the playful atmosphere and sharing of personal feelings. However, the creative
focus may also have contributed to the silencing of some people. The lack of
structured focus in dialogue and sharing may also have contributed to maintaining
power differentials. I would recommend more of this kind of structured dialogue, in
addition to the unstructured playful activities, in future programs. I also think this
kind of program should be longer with time and planning given to looking at and
dealing with differences in the group.
I would also suggest more focus on critical analysis as part of structured
dialogue. Although the theater improvisation allowed a lot of voices to be
demonstrated, I do not think the design adequately dealt with the critical processing of
these perspectives in order to get away from teacher pleasing motives and
stereotyping. The attention to dialogue might also encourage voices of those not so
comfortable with other creative modes of expression.
A need for more direction in terms of the skit productions was also indicated.
For example, myself and other adult participants have since reconsidered the nature of
the broadcast formats. My position had originally been to remain hands-off
concerning the skit topics and design. I now think that more structure and attention to
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quality of the productions might have generated more enthusiasm in the community
and then, perhaps, more tangible proof that the teens' voices were heard.
In the future, I would recommend that skits created through improvisation
alone, remain within the group or at least a smaller audience. Theater brought to
larger community via broadcasts should be directed by an adult who helps to shape the
work artistically and facilitates discussion about the improvisations in ways that
examine stereotypical assumptions, make connections between problems, and provide
social analysis.
In summary, my recommendations for further development of this kind of
program encompass a call for a more both/and approach to process that maintains a
critical perspective while at the same time allowing for personal disclosure and
creative, intuitive, playful and spiritual kinds of experiences.
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APPENDIX A
BOAL EXERCISES
Blind Circle
Participants stand in a circle. Initially, one person goes into the middle of the
circle, closes her/his eyes and begins walking around. When s/he reaches someone at
the outside circle, that person becomes responsible for taking care of the "blinded"
individual and leads her/him somewhere else. Since there is no requirement about
keeping the circle intact, participants have great fun moving farther and farther out in
order to disorient the blinded person. They also have great fun teasing and turning
each other around. Eventually more people go into the center to be "blind" together.
The others are then responsible for keeping the blindfolded participants from bumping
into one another. The exercise is intended to build group trust.
Simple Gestures
Students are asked to create images of concepts, action, or feelings through
body sculptures. The game is played with groups of three. The scene begins with
two of the three students facing each other and shaking hands. They freeze the image
by stopping all movement. Then "number one" (of the two students) moves out of
the image and "number three" places herself/himself into the image by freezing into
another position in a way that suggests a completely different image. Then "number
two" leaves the scene and number one comes back in with another image, and so
forth.
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Sculpting images
This is an outgrowth of the previous exercise. Having experience with
sculpting images in "Simple Gestures", students are asked to think of particular
situations or experiences that happened to them and are still unresolved, situations they
felt bad about and/or times when they thought they were treated badly. Then, they
represent these images by creating sculptures with four or five other students. The
images are frozen and there are no words. The "audience" (those not in the image)
walk around the sculpture and tell what they see. Many common and different themes
emerge. There are also many variations of this game. In one, individuals in the
image are asked to move in slow motion into the ideal solution to the problem - to
show what it would look like if the problem were solved in the best way possible.
Audience members again call out what they see.
This exercise leads students into Forum Theater which became a regular part of
rehearsal within a few weeks into the project.
This is Not a Bottle
This exercise requires spontaneous intuitive response. Participants are again in
a circle. A large empty plastic soda bottle is placed in the middle and one at a time,
participants run into the circle when they have an idea, and without words, show that
the bottle is not a bottle. (Example: Cradling the bottle in one's arms like a baby.
Thus, it isn't a bottle it’s a baby.) This keeps going.
This Is Not a Bottle Variation; Open Improv Using Objects
This is a variation I developed of the above exercise. Myself and the
participants bring in objects (to be used instead of the bottle) that are put in the center

263

of a circle. At first, participants enter the circle one by one, like the "bottle”
exercise, but soon they are asked to go in twos and threes and begin interacting,
adding dialogue. More people are asked to go in and eventually the entire group is
doing an open improvisation, using objects to represent whatever they imagine, and
taking on characters.
Zip Zap Zop
Although not a Boal exercise, this was a favorite activity and was often used as
an opening game. Participants come together in a circle, bringing palms together in
front of the chest. To open the exercise, someone says "curtain". This is the signal
for anyone to start the action by saying "zip” while pointing the hands (palms
together) toward a specific person in the group to whom the "zip" message is sent.
That person 'catches' the message and says "zap" sending the message to someone
else. The third person "catches" this message and sends "zop" to another participant.
That individual begins again sending "zip" and it keeps going in that order, zip zap
zop, until someone misses the catch, ie., hesitates, isn't paying attention, sends an
incorrect message (out of the zip zap zop order), etcetera. When that happens, the
person is "out" and the game continues until there is one remaining winner. This
seemingly simple and silly game is actually a bit difficult and requires total presence
and concentration in order to keep up. The game seems to bring the group together
quite well.
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I

APPENDIX B
PROFILES
These profiles are my own impressions and interpretations of behavior of some
of the participants. They are not the teens' descriptions and they reflect only my own
immediate impressions, interests, biases, perspectives, and relationships with them.
Teen Women:
Carrie
Carrie joined in the second year but was unable to attend many of the sessions
due to a work conflict. When she attended, I found her to be extremely enthusiastic,
open, and creative. She spoke candidly about a recent breakdown for which she had
been hospitalized. Carrie also talked quite openly about her depression and feelings of
being misunderstood. I remember thinking about how quickly it seemed that she felt
accepted and safe in the group.
Celeste
Celeste was new in the second year and said she joined because she felt so lost
and disconnected to anything else at the school or in the community. Her friends and
boyfriend were still in Boston where she had just moved from to live with her father
(who she described as alcoholic) the year of the program. Celeste talked a great deal
about depression, alienation, habitual drug use - just to get by - and feeling alone with
no one to talk to. She had a great deal of enthusiasm for the project in giving her a
space to express herself, which she did rather immediately and intimately. Although
she talked about being alone and being alienated, it did seem that the other teens liked
her. I found her to be quite attractive and she seemed rather popular.
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Corinne
I experienced Corinne as a central figure in the project although she did not
participate in the second year (except to attend the final broadcast) due to a conflict in
her work schedule. I found her to be extremely outspoken, assertive and very creative
and dramatic. At the end of each rehearsal, she wrote and read very emotional and
intense poetry which was almost always about sexual abuse and incest. Corinne was
very focused on this topic although she said it didn’t happen to her. She appeared to
have an extraordinary amount of self-confidence, at least in her creative work and in
the way that she related to others in the group.
Corinne was the co-director of a play about AIDS that was put on in the
community the previous year.
Karen
Karen was in the project both years. I found her to be often quiet, sometimes
almost despondent. However, she seemed to have close friends, both in and outside
the group. She had to drop out in the first year due to a schedule conflict but
returned the second year. There was some kind of crisis that prevented her from
participating in the final production (she had recently dropped out of high school), but
she came to most rehearsals. Her own reported self-image was one of complete
victimization and powerlessness. She also described herself as completely
impressionable - the sum total of everyone else’s thoughts and opinions.
However, I did not see her this way in the group. Although she was quiet, she
was also the one person who primarily challenged the others' interpretations of the
project during evaluative interviews. As others’ provided collective accounts of the
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experience, she continually voiced her disagreement and countered with her own
impressions. As these were less than positive, this seemed to be somewhat
courageous since she was challenging not only the group but also providing negative
feedback to me.

Although she claimed to have no voice, at least during the project,

she definitely voiced herself.
Lynelle
Lynelle was a residential program participant in the first year and good friends
with Melissa (below). In many ways they reminded me of one another. Lynelle
revealed a good deal about a painful past and seemed open about expressing her
feelings. I found Lynelle to be attractive, creative, and I enjoyed her improvisations
tremendously. She developed very original and dynamic improvisations.

Marne
Martie seemed to be the most central figure and the most outspoken participant
in the group during both years of the project. At fifteen years old (in the first year),
she was seemingly very mature - in both behavior and appearance - and could easily
pass as a young adult in her early twenties. Martie was very attractive and outgoing
and appeared to command a great deal of attention and respect from the others. She
seemed to be liked and trusted by all. This, however, seemed to get her into trouble.
More than once, Martie expressed concern over her own preoccupied caretaking of
others (friends* suicide attempts, etc.). Although participants seemed to trust her,
Martie, was the only participant who couldn’t do the ’’falling" trust exercise. It was
my impression that she felt responsible for holding everyone else up but didn't trust
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them to hold her. Martie also received a good deal of attention from boys and men
which caused her some difficulty.
Despite her popularity, Martie often spoke of acute depression, feelings of
worthlessness, terrible self-esteem and self-image, and at least one suicide attempt.
She talked about being extremely vulnerable and once related a story about a former
male teacher who deceived her and "used” her as his ’’wife, lover, mother, and
caretaker for his children.”

Martie was also very dramatic and the most enthusiastic

participant. She often did most of the talking and sometimes the other teens made
jokes about it. However, it was my impression that they liked what she said and did
not mind her playing the role of spokesperson. Martie wanted to be an actress when
she grew up. She was not doing well in subjects other than art at school and talked a
lot about being ’’under a lot of pressure” and constantly criticized by her parents.
Melissa
Melissa was a participant from the residential program during the first year. I
usually found her to be quite assertive, perhaps even aggressive, and also angry a
good bit of the time. She made reference to her past in terms of pain and difficulty,
and at least one suicide attempt. I thought Melissa was quite attractive and very
creative. I enjoyed her improvisations tremendously; they were usually very original
and dynamic. Melissa also seemed very comfortable and graceful in her movement,
dancer-like.
Sharon
In the two years that she worked with the project, Sharon grew from being
somewhat shy in the first year to fairly assertive and confident as a leader in the
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second. It became apparent during the second year that she had recently quit doing
drugs which had been perceived by her as a problem. She, like Martie, was also
interested in becoming an actress and was quite dramatic and creative. Also like
Martie and others, she had recently had something of a breakdown and at least one
suicide attempt. Sharon and Martie "hosted" the live television broadcast at the end
of the second year. This seemed particularly important since Sharon had almost quit
the project during the first year. Several girls had turned against her and it required a
call to her mother to persuade her to complete the program. Martie (not out of
character) took Sharon under her wing. From then on, Sharon became very involved,
quite outspoken, and soon, impatient with my leadership. This I took as good thing,

less
Tess was a very enthusiastic participant both years of the project. She talked a
lot about stress and depression, and also about not having friends or friends not
wanting to do things with her. My impression was that she had a lot of difficulty
feeling a part of the group, but eventually this did seem to happen - or at least she
said that she felt so. She did, however, talk about not being chosen as a partner for
group activities and feeling left out. Tess nonetheless became quite outspoken in the
group although I noticed that her comments often went unaddressed.

Teen .Men;
The following are brief descriptions of some of the participating teen men:
Dale
Dale participated in the first year only. He was friends with Jerrod (mentioned
below) and seemed to admire him. Dale expressed a lot of anger, a lot of the time.
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During one improvisation, he banged his own head, seemingly quite hard, on a table,
several times. On another occasion, when he shared his journal writing with the
group, he seemed to threaten self-destruction and it alarmed me. Keith, the
counselor, dealt with him about this outside of class.
Glenn
Glenn was a residential program participant and in the project the first year
only. His humor was often fairly sarcastic and I found him quite funny. As he
himself admitted, it was hard for him to take things seriously. He was not
forthcoming about feelings or honest impressions. However, he did begin to take the
project seriously when we neared broadcast time. He said himself that this was
unusual for him.
Jerrod
Jerrod was an enthusiastic participant both years. He was extremely creative,
particularly in improvisations. Other participants noticed and appreciated his talent as
well.
Jerrod also reported a self-concept that included a great deal of artistic and creative
talent. However, I sometimes found him to be controlling, disruptive, a bit awkward,
and somewhat belligerent. The group, young women in particular, often got angry
with him and at one point during the second year, the entire group confronted him
about his behavior.
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Adults:
Keith
Keith was a counselor with the residential program for teens. When there were
emotional conflicts during rehearsals, Keith often took students aside to talk to them
individually. Keith participated fully both years of the project, often with very funny
and creative improvisations. He also facilitated the processing of interventions during
rehearsals and broadcasts.
Natalie
Natalie was a college student intern from a teacher education program. She
participated in the first year and attended the final broadcasts during the second year
also. Natalie seemed to have a special role with the teen women since she wasn't
really one of the "adults" but she wasn't a teenager either. The young women
confided in her a good bit. This helped a great deal in getting students' honest
reactions to the project. Natalie was also very attractive and I thought the young
women looked up to her.
Rick
Rick was the video director and he played a very big role in getting the project
underway. His public-access TV studio in town had become something of a hang-out
for teenagers and he was very committed to community empowerment. Because he
was constantly shooting rehearsals, he did not become fully involved in theater
exercises and improvisations, but all of the teens seemed to like him tremendously and
he often talked to them individually outside of rehearsals.
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